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Abstract  
Photography is a global medium that has recently been revolutionised by processes of 
digitalisation. Tourism is one domain in which photography has been employed on a 
massive scale, nowhere more so than in Asia where millions of the newly affluent are 
now travelling to domestic and foreign tourism destinations. This thesis investigates 
photographic practices by Indian tourists in Goa. It aims to show how the digital 
camera has been appropriated into and reworked by Indian travel culture.   
 
For this purpose, I employ Christopher Pinney’s (2010) conceptual framework, 
‘camerawork as technical practice’, as well as Gerd Spittler’s (2001) ‘thick 
participation’ research approach. The analysis of my ethnographic fieldwork in Goa 
focuses firstly on the ways that digital cameras, including those embedded in 
smartphones, are used by young Indian visitors as a vehicle for spending time together 
and bonding (‘Timepass’) and as a medium for experiments in self-representation 
(‘Looking Good’) that draw heavily on Indian popular cinema. Secondly, I examine ways 
in which the camera is deployed to ‘capture’ images of fair-skinned foreigners on Goa’s 
beaches and what these images (and what fair skin) mean to the photographers. 
Finally, I study the ways that digital photography has changed the practices of 
‘commercial photographers’, those men who offer their service at popular tourist sites 
in Goa, acting as directors who arrange their customers in poses taken from popular 
cinema.  
 
Emerging from this research is a vision of tourist photography in India in which the 
camera’s democratising effect takes many forms. Among them is the involvement of 
the digital camera in experimentations in social mobility, where the camera’s digital 
screen enables collaborative aspirational image-making. Also, a counter-colonial 
element was found to be evident in strategies for photographing ‘white’ foreigners on 
Goa’s beaches. Lastly, the adoption of the portable printer by commercial 
photographers has enabled them to remain viable. The thesis ends with a short 
viii 
 
summary and suggestions for future research projects that further the inquiry into the 
role of the photographic camera as an agent in societal transformation. 
 1 
Chapter 1   
Tourist Photography as Global Medium 
This thesis builds upon recent research in cultural anthropology and art history by 
interrogating photography as a global medium that is diffused geographically across 
continents and appropriated culturally across diverse social contexts. In particular, the 
thesis is concerned with photography in the context of tourism, focusing on the 
photographic practices of young male visitors to Goa from other parts of India and on 
the photographic practices of commercial photographers in Goa.   
 
My research fits within a body of existing scholarly work that reappraises the history 
of photography and seeks to develop an anthropology of photography based on 
ethnographies of photographic practices (see for example Behrend 2013; Edwards 
2012; Pinney 1997). To achieve this, I draw upon recent research in cultural 
anthropology and art history along with studies on tourist photography. The latter 
have shifted the representation of tourist photography as a simple replication of 
marketing images towards its conceptualisation as an embodied and active practice of 
picturing places and imaging social relations (see Edensor 1998, 2000, 2001; Haldrup 
& Larsen 2003; Larsen 2004, 2006a, 2006b, 2008; Scarles 2009, 2012, 2013; Urry & 
Larsen 2011). Existing scholarship has not yet questioned how the picture-taking 
practices of ‘other’ tourists, for example those from Asia or Africa, might complicate 
our thinking about photography. My aim is to illuminate and decentre research that 
originates in an Anglo-European tradition. I seek to contribute to new perspectives 
and to spark discussions on overlooked aspects in existing studies of tourist 
photography. 
 
In the first part of this chapter, I present a short, fragmented history of photography, 
focusing on the global aspect of its development in terms of its geographical diffusion 
across Europe, India and East Africa. I consider some social and cultural aspects of 
early uses of photography and trace their historical trajectory from nineteenth-
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century colonial travel through to twentieth-century commercial leisure tourism. For 
this study, special attention is paid to the expansion of photography from specialised 
and restricted purposes to its widespread use by amateur mass publics. In the second 
part, I turn to the case of tourist photography and its beginnings in Europe, specifically 
Northern Europe. I trace how tourist photography, as a practice of documenting ‘being 
here now’, makes certain claims to truth and difference that have their origins in the 
colonial sciences of mid-nineteenth century Europe. I use the term ‘truth claim’, to 
refer to what has been a widespread assumption that photography represents or 
captures what is real or true; more specifically, it has to do with a privileging of a 
‘light=truth’ equation as a validation of objectivity, knowledge, clarity and reason. Yet, 
as art historian Tom Gunning (2004) argues, neither the camera nor the photograph 
has inherent properties. Rather, both are open to interpretation. I use the term 
‘difference’ in the anthropological sense of strategies for producing ‘the other’ (see 
Fabian 1983; Said 1978). This reflection lays the ground for refining the question: in 
what ways is photography emerging in contexts of travel and tourism outside that  
travel–truth–difference triumvirate which commenced in Europe? The third part of 
the chapter presents the context of this study: Goa. It does so by providing the 
geographical and historical context of Goa, the site of my fieldwork. I introduce the 
term ‘Goa is not India’ because it has been used by most participants in my fieldwork 
to express what Goa is known for as a tourist destination: that is, with its Portuguese 
heritage, Catholic religion and international tourist beaches and party culture, Goa is 
imagined as ‘Western’, or a space in between India and the West. I also establish an 
important distinction between ‘Indian visitors’, as participants described themselves, 
and ‘foreign tourists’, as they describe travellers from overseas. In light of this context, 
a further question arises: what are the photographic practices emerging in this place 
so often referred to as ‘not India’?  
 
A Short History of Photography 
Photography’s history has been told as a history of technological development of the 
photographic camera and its ‘parts’: lenses, darkrooms, roll films, built-in flashes, 
colour photographs, and other optical devices. It has also been told as the history of 
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the global diffusion of a European invention. The history presented here focuses on 
telling the story of photography’s worldwide entanglements and continual mutations 
of materials, theories, social relations and representational strategies. This history 
acknowledges the invention of the photographic camera as located in specific times 
and places but it also attends to global processes in which non-Western actors have 
appropriated, reworked or rejected skills, knowledge and materials relating to modern 
photography. Despite the fact that it is a recent field of knowledge, and significant 
aspects are yet to be explored, the research on photography in anthropology and art 
history already carried out allows us to demonstrate these worldwide flows. My focus 
in telling this entangled history lies thematically on photography’s relations with travel 
and tourism and geographically on developments in Europe, India and East Africa.  
While I acknowledge the importance to photography’s history of artist photographers 
and documentary photographers, such as Eugène Atget (1857–1927), who worked 
within their own countries, my attention will be on photography in travel and tourism.  
 
Early Intersections 
Photography’s grounding principle is that light passing through a small hole into a dark 
room projects an inverted image of the view outside onto the opposite wall inside. 
The word ‘camera’ derives from Latin for ‘room’. The description of this principle and 
its application in the camera obscura (where ‘obscura’ means ‘darkened’ or ‘dark’) has 
been traced to Chinese scholarship dating back to 400 BC (Behrend 2013). 
Furthermore, Arab scholar Abu Ali al-Hasan Ibn al-Haitham (born 965 AD) developed 
an optical theory of light and refraction that informed what is known in European art 
history as the ‘linear perspective’, where the vanishing point or horizon appears at the 
centre of the viewer’s gaze. This visual perspective, of a straight line running between 
gazer and horizon, would be ‘inscribed in the photographic camera’ (Behrend 2013, p. 
16; see also Belting 2008; Sabra 2007). During the seventeenth century, the camera 
obscura was picked up in Europe by artists and natural scientists. They appropriated it 
as a facilitator for creating more accurate drawings of things-in-the-world than were 
previously possible. 
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To further facilitate their work, the camera obscura was developed in various ways. 
These included the mobile camera, or the ‘camera portabilis’ (see Figure 1.1), a reflex 
camera obscura with a mirror at an angle of forty-five degrees to reflect the image on 
paper (and equipped with lenses to get a wider angle of projection of the view and 
diaphragms to sharpen the image of the view), a table camera, a miniature camera 
and a sedan chair camera (Davenport 1991; Gernsheim & Gernsheim 1955). By the 
first half of the nineteenth century, European inventors, artists and travellers had 
developed the camera obscura (as grounded in Arab and Chinese scholarship) making 
it more and more mobile, portable and small in size.1 
 
The Invention of the Photographic Camera 
In the 1830s, French experimenter Joseph Nicéphore Niépce and British scholar 
William Fox Talbot discovered – independently of each other – chemical processes for 
fixing light onto a surface.2 This discovery took place in a period of European colonial 
and scientific exploration, and in a period that saw the advent of modern 
infrastructure such as the railway and telegraphy, and with large-scale print 
production.  
 
The world’s first photograph (or ‘heliograph’) is said to have been accidentally created 
on Niépce’s windowsill around 1827 (see Figure 1.2). Niépce applied to present his 
finding at the Royal Society in Britain, but the presentation did not take place and the 
Figure 1.1 
Camera portabilis as recommended for travellers by 
scientist Robert Hooke (1635–1703) in 1694. This ‘picture-
box’ allowed the user to ‘take the draught or picture of 
anything’ by drawing the projection of the inverted image 
on the screen (Wenczel 2007; see also Osborne 2000).   
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discovery remained undiscussed. The first time that the process and its application 
was publicly announced was in 1839, after Niépce’s death in 1833, when French 
industrialist Louis Jacques Mandé Daguerre introduced the ‘daguerrotype’. This 
technology was so novel that in 1839 and in the following decades, new languages had 
to be found for how to name, describe and even understand it. 
 
 
The German historian of the theory and history of photography, Steffen Siegel 
summarises this turbulent period of discourse formation as follows: 
 
Photography had not been invented in 1839. This was, however, the year 
that words and images related to photographic technologies were being 
formed. From 1839, the new language of photography began to permeate 
public discourse, involving a vast array of protagonists. Prominent 
scientists, widely read journalists, renowned artists and authors whose 
names we no longer recognise, all contributed to shaping a language and 
finding metaphors, creating comparisons and coining terminologies for 
the newly published reports of photographic processes and the first 
samples of photographs that accompanied them – in short: to coin 
standards of speech on the photographic. (Siegel 2014, p. 14, my 
translation)3 
 
Figure 1.2 
View from the Window at Le 
Gras, the world’s first 
heliograph, created at the 
windowsill of Niépce in Le 
Gras, France, around 1927 
(Gernsheim & Gernsheim 
1955).  
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In its early infancy, at least in European public discourse, the photograph and its 
process was described and conceptualised in a variety of ways: Henry Talbot Fox called 
his process ‘photogenic art’, ‘calotype’ or ‘talbotype’ (Siegel 2014, p. 147). Joseph 
Nicéphore Niépce called it ‘heliography’ for sun-drawing. Louis Jacques Mandé 
Daguerre called it ‘daguerreotype’ after himself. Eugène Hubert called photographs 
‘mechanically produced drawings’ or ‘drawings which are made by themselves’ (Siegel 
2014, p. 29). 
 
It was John Frederick William Herschel who coined the widely accepted term 
photography, drawing upon the Greek for writing with light or drawing with light. Light 
has – as I will elaborate further in Chapter 2 – culturally diverse connotations (see Bille 
& Sørensen  2007). In the European imaginary,  light is strongly associated with truth. 
By naming the process photography – writing with light – the connotation of light with 
truth has found its way into the practice of photography as a form of ‘writing the truth’ 
and claiming truth. Art historian Melissa Miles has recently revealed the underlying 
ontology of photography that accompanies this metaphor of light-writing in Europe 
and Australia. She argues that light stands for ‘knowledge, clarity, purity, honesty, 
integrity, truth, reason, health, virtue, and happiness’ (2012, p. 340). While Osborne 
(2000, p. 12) calls photography ‘optical truth’, Gunning (2004, p. 41) suggests instead 
that it is a ‘truth claim’. This reference to light as truth is seemingly in-built in the 
photographic camera and it has had consequences for the theorisation and practice 
of photography up until the present day (see Chapter 2). It also produces a specific 
relationship in  tourist photography, as practiced by Europeans, between travel, truth 
and difference that may not have parallels in other (tourist) world contexts. I will come 
back to this specifically European entanglement below; but first, I turn to processes of 
professionalisation that have contributed to a global diffusion of the photographic 
camera in social and cultural contexts. 
 
Photographic Studios and Professionalisation around the Globe 
The practice of photography in nineteenth-century Europe initially required highly 
technical skills and specialised scientific knowledge in order to create one single 
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photograph. A photograph was the product of a physical and chemical process and a 
successful outcome depended on the craft of the processor. As the equipment was 
large and unwieldy, distribution was mostly restricted to studio photographers, 
committed enthusiasts and specialists in scientific networks, and discussions of the 
process of photography and its possible applications were shaped mostly by scientists 
and enthusiasts (Gómez Cruz & Meyer 2012). Europe’s early photographers were 
pioneering professionals, such as anthropologists, administrators or scientists, who 
experimented with this new technology by integrating it into their professional 
practice and, through their networks, quickly extended it across the globe. These early 
photographers were mostly from Northern Europe. Their photographic depictions of  
southern Europeans reflected power relations between the North and South and 
often tended to reinforce certain binaries (e.g. the lazy Latin as distinct from the 
industrious German) those binaries became even more apparent when European 
photographers went to the colonies. During the second half of the nineteenth century,  
photography emerged as a distinct profession. It must also be remembered that such 
specialists were generally men, because, although there were some female 
naturalists, it was usually men who travelled on colonial expeditions and collected 
visual data from the places they visited.  
 
Photographic studios opened as either permanent or ambulant establishments and 
photographic societies were established. Three months after Daguerre’s 
announcement of his invention, Italian-born Felice and Antonio Beato took the 
daguerreotype beyond its country of origin, in France, to teach the new technique in 
the Ottoman Empire, Egypt, Greece, India, Japan and China (Behrend 2013). Due to 
this study’s focus on Goa, India, I elaborate now on developments in India and their 
relation with the East African Coast. Figure 1.3 shows the triangle that emerged 
between Europe, India, and the Goans who opened photographic studios in East 
Africa. 
 
Photography was picked up in India a few months after its introduction in Paris. 
Photographers of Indian and European origin established themselves in well-equipped 
photo studios for the middle and upper classes or in mobile photo studios in bazaars 
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for traders and merchants. Photo studios also established their own karkhanas (artist 
workshops) to create the backdrops which were used in both bazaars and studios 
(Alkazi 2008). By the 1850s, photographic societies were established in Bengal, 
Bombay and Madras (today Calcutta, Mumbai and Chennai). In India, freelance 
‘commissioned’ photographers worked for princely rulers, the so-called Rajas, and for 
British administrators. Photographers from Goa during the 1860s established studios 
on the East African Coast. As educated, English-speaking Roman Catholics and 
Portuguese nationals, they were given privileges by the British East Africa Company, a 
colonial establishment  that controlled trade in the East African Coast (Behrend 2013).  
 
 
This process of global diffusion was accompanied by processes of professionalisation. 
Early on, the latter produced categories, distinctions and hierarchies of photography.4 
The professionalisation of photography was also geographically specific in that it was 
put to different purposes by white European colonialists, Indian nationals and the 
Goans who established studios in East Africa. The European approach (specifically 
Northern European) tended to situate photography as a process of documenting 
reality, and hence the photograph became an indispensable tool in anthropology 
(Edwards 1992; Pinney 2012), medicine and policing (Tagg 1988), as well as a tool for 
Figure 1.3 Photo-historic triangle: Europe, Goa, East Africa. 
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religious humanitarians wishing to document human suffering (Lydon  2010, 2016). 
Behrend (2013, p. 127) argues that at the end of the nineteenth century, a distinction 
arose among Europeans between ‘street photography’ and ‘studio photography’, 
where ambulant photography was associated with the capture of real life and the 
studio with idealised and artificial portraiture. There is the kind of photography that is 
about ‘documentation, administration, truth, and objectivity’ in the form of judicial 
and scientific photography (for example, mug shots, medical photos and 
anthropological photos); and there is another form of photography that is practiced in 
the studio as a  ‘space of playfulness, experimentation, and transformational 
capacities’ (Behrend 2013, p. 87). This distinction, as I interpret it in Behrend’s work, 
is not a polarity, but offers a platform for possible positions ranged between two poles. 
It should be noted that there have also been contexts in non-Western photography 
where local photographers have created images which serve as tools of truth e.g. 
passport photography in India. 
 
Yet as Behrend argues of India and East Africa, there was not the same association 
there of photography with truth, and therefore not the same split between the real 
and the artificial that paralleled the European situation. As in Europe, in the 
photographic studios of India and East Africa, the professional photographer could be 
likened to a film director but there were certain important differences in this regard 
found in these geographies. In India, Pinney (2014, p. 461) describes this role as 
follows:  
 
There is also an explicitly articulated recognition by photographers that 
their task is to produce not an imprisoning trace of their sitters but to act 
as impresarios, bringing forth an ideal and aspirational vision of the bodies 
that sitters wish themselves to be. 
 
Hence, photo studios are more than places for capturing oneself in a photograph. The 
photographer, as craftsman, turns the studio from a space of imaging to a space of 
imagining. Behrend (2013, p. 131) calls studios in East Africa ‘theatres, wish-fulfilling 
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machines, visions of spectacle, instant utopia’. Pinney calls studios in India ‘chambers 
of dreams’ (1997), the key tool being the ‘artisan camera’ (2013a). Documentary 
filmmaker Nishta Jain calls Mumbai, India, a City of Photos (2005) in reference of the 
number of studios there. The screenshot from City of Photos in Figure 1.4 exemplifies 
how the photographer gives exact instructions to a client on how to perform a pose 
or ‘alterego’.  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
A studio photographer in India generates an ‘infinite range of alteregos’ (Pinney 2014, 
p. 460). As depicted in Behrend’s, Pinney’s and Jain’s ethnographies, the photo studio 
is a space where exploration and creation of social identities is foregrounded. With 
the help of props and backdrops and the skill of the photographer, the camera’s ‘work’ 
lies in this space of performance and imagination, not in the space of claiming truth, 
as was the case when the camera was in the hands of European scientists and 
administrators, a point I will come back to below. We will see in the ethnographic 
chapters of the thesis how this role of the photographer as director, and the 
confluence of photography and cinema are elements that play a role in tourist 
photography as practiced on the beaches and at the other major tourist sites of Goa.  
 
  
Figure 1.4 A studio photographer directing his client in the correct pose. Screen 
shot, City of Photos (Jain 2005). 
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Globally, studio photography played a major role in making photography accessible, 
affordable and desirable to a broader public (Warner Marien 2015). The first studios 
opened mostly in metropolitan cities (e.g. Paris, London, Calcutta, Mumbai, 
Marrakesh), with mobile studios making photography available to rural areas. The 
main difference between studio photography in Europe and India has been that in the 
West there has been an emphasis on creating realistic portraits and an obsession with 
face and smile (Wolf 2016), while in India – as well as in Africa – the use of backdrop 
and pose where mostly about countering the real (Appadurai 1997; Wendl 1999). A 
fuller exploration of commonalities and differences in studio photography is beyond 
the scope of this thesis. Future research, by myself or others, may reveal additional 
differences and parallels between East and West in this area. 
 
Social Diversification at the Turn of the Twentieth Century 
From the 1840s until 1900, photography and touring were activities of privileged 
commercial photographers, scientifically interested amateurs and upper-class 
families. They created Orientalist images of faraway places and depicted the foreign 
people they encountered there as ‘exotic others’. ‘The new technology was used 
extensively in the encyclopedic effort to invent, define, categorize, and dominate “the 
Other”’, write Behrend and Wendl (1997, p. 409). These photographs were produced 
to satisfy armchair travellers. The images provided a sense of ‘being there’, that is, 
being in faraway places (Urry & Larsen 2011, p. 168). However, the introduction of 
infrastructures such as railway, postal service, telegraphy, and mechanical printing on 
a large scale contributed to the emergence of tourism as a modern form of travel for 
the masses. By the turn of the twentieth century, this development coincided with the 
introduction of more simply operated photographic cameras on a broad scale, 
especially in Europe and North America. Once photography became popularised by 
the introduction of less specialised, more affordable mobile and easy-to-use cameras, 
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it gained a wider audience of ‘amateurs’. The Kodak Brownie camera, introduced in 
1900, became the symbol of popular photography.  
 
As is evident in the advertising campaign depicted in Figure 1.5, Kodak connected 
photography with travel and self-expression (see also Snow 2012; Kotchemidova 
2005). Such advertisements not only promoted their product, but also ‘taught’ people, 
via magazines and advertising campaigns, what to do with the easy-to-use cameras 
and also how to think and do photography more generally: how to produce ‘Kodak 
moments’ and ‘Kodak families’, and create stories and memories (Urry & Larsen 2011). 
Photography was constructed as ‘fun’. The happy snapshot – ‘say cheese’ – was 
possible with the new and improved mobile and quick cameras coming onto the 
market and stood in stark contrast to the previously painful procedure of long sittings 
in studios and not being able to move due to long exposure times (Kotchemidova 
2005). Photographers no longer needed to have the expertise of chemical processing 
of photographic images. In the market of amateur photography, tourist photography 
and family photography became interlinked (Picken 2014; Urry & Larsen 2011). As 
Urry and Larsen (2011, p. 140, emphasis in original) argue, ‘Kodak in effect invented 
tourist photography through developing a new system, assembling together a novel 
Figure 1.5  
Kodak advertisement linking photography, travel 
and family memories. Courtesy of Duke University 
Library, Durham. 
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set of material and social relations’. Tourists became producers of photographs 
enabled by a camera that is light, mobile and pre-loaded with roll film – they became 
creators of ‘memories’ that centred around Kodak’s framing of family life as 
‘experiences’ with the ‘loved ones’ (Urry & Larsen 2011, p. 140). 
 
Democratisation and Digitalisation in the Early Twenty-first Century 
More recently, digital photography, introduced in the 1990s, and its union with the 
internet, especially social media websites, has further fuelled photography’s global 
diffusion. Electronic media are ubiquitous and instantaneous, as is the practice of 
taking, showing and distributing digital photographs. This has led to radical changes in 
terms of control over personal privacy, rapid and wide distribution of images and new 
kinds of knowledge relating to the use of digital cameras (Gómez Cruz & Meyer 2012). 
In recent times, the most significant impact on photography practices has been made 
by the mobile-phone camera. This ‘iPhone moment’ allows ‘complete mobility, 
ubiquity, and connection’ (Gómez Cruz & Meyer 2012, p. 217).  
 
In India, the union of photographic cameras with mobile phone devices is a revolution 
that enables access, exchange and connection across caste and gender lines, further 
raising issues of privacy, individualism, and surveillance (Pinney 2015). Photo schools, 
photo exhibitions, photo contests, photo festivals and photo fairs have been 
established throughout India. A vibrant photo culture has blossomed. New categories 
arise such as bird photography, fashion photography and car photography, to name a 
few. While in India, as well as globally, the use of photography is undergoing 
transformation and the terminology of this process is yet to be defined among 
scholars. As in the year 1839, when the language of photography had yet to be 
developed, today digital photography demands new terminologies and concepts. 
However, with the research at hand today, we – as scholars – are able to attempt this 
and frame ‘what is going on’. In doing so, we need to be aware of connections and 
contestations, particularly between Western and non-Western modes of engagement 
with digital photography. These connections, such as digital flows of images in online 
networks like Facebook, may be different in different cultural settings; the 
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contestation over such matters such as retouching or non-retouching of  personal 
images in fashion magazines may also vary, and such variations are in the course of 
being explored by scholars (see for example Larsen & Sandbye 2014). I use the term 
‘democratisation of photography’ for one of the main outcomes of the developments 
in photography as global medium. It is a term that I came across in the context of the 
‘Global Seminar’ in Salzburg in 2013, attended by over thirty photographers and 
photojournalists from all continents. The title of the seminar, ‘digital democratization 
of photography’ (Juvan 2013), captures well the diversity and scale of the social and 
cultural contexts that are encompassed within the technological revolution.5  
 
This short history shows that the worldwide diffusion of the technology photography 
over the last 170 years is a story of the technological transformation of the camera 
towards increasingly accessible, affordable, mobile, connected and easy-to-handle 
models that become integrated into people’s everyday lives in multiple contexts. 
While the technology of photography has diffused from manufacturing centres like 
Japan and Germany, different cultures of photography have emerged. In the next 
section, I elaborate upon the dependence of the practice of travel photography on the 
conceptual pairing of ‘truth’ and ‘difference’, originating in the European 
understanding of photography as ‘writing with light’. 
 
Travel, Truth Claims and the Construction of Difference  
Acknowledging that photography is a global medium in terms of geographical 
diffusion, we can move on to refine the question further into the domain of tourism. 
Photography and tourism are both practices that originated in mid-nineteenth-
century Europe. European colonialism, scientific endeavour and this new travel 
practice called tourism contributed to the global distribution of the new medium. The 
histories of tourism and photography continue to be intrinsically intertwined. Studies 
on tourist photography have focused predominantly on the practices of Western 
tourists. While enlightening work has been done on tourism in different cultural 
contexts, reflections and inquiries in terms of tourist photography remain sketchy.  
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This section therefore focuses on the historical context of tourist photography, with 
attention to other-than-Western contexts. Establishing the categories of ‘Western’ 
and ‘other-than-Western’ for scholarly analytical purposes does not amount to a claim 
that they are multually exclusive. Clearly, photography has been adopted in various 
roles in various domains, besides that of a scientifically ambitioned and colonial-
embedded practice aimed at documenting 'the other'. It has, for example, been a key 
practice in touristic contexts in India and the West. Among other domains where 
photography has been practiced in both India and the West are those of the arts, 
journalism, political propaganda, the documentation of people involved in war and 
people in socially marginalised groups (prisoners, the mentally ill, the hospitalised, the 
impoverished). It has played a key role in fashion and advertising, medicine and 
architecture (see Jäger 2009; Johnson et al. 2005; Warner Marien 2015). . ‘Private 
photography saw the emergence of family photography and the informal snapshot 
(Warner Marien 2015). According to Mary Warner Marien (2015), the meaning of the 
photographic camera has ranged across these domains from being a technical device 
to documenting and ‘proving’ (as in science and jurisdiction); from being a medium for 
artistic expression and philosophical investigation to creating images that show 
(without revealing). Parallels between everyday photography in India and the West 
can be drawn from the groundwork of scholarship carried out by Christopher Pinney, 
Sabeena Gadhoke, David MacDougall, Zahid Chaduhary, Sunil Gupta, and Christiane 
Brosius. The camera seems inherently political, which is to say that the camera has 
been a tool for how India as a nation has been envisioned during the post-colonial 
period. Research on amateur photographic practices  (in India) is surprisingly absent. 
There is some investigation into the layperson’s camera, related to architectural, 
anthropological, topographical and studio photography. However, this engagement 
has related to the main topic of how the camera is a tool for envisioning India as a 
nation. A recent publication, Photography in India: From Archives to Contemporary 
Practice (Blaney and Shah 2018) critically interrogates this pre-occupation in research 
and offers a fresh approach to the much-needed research on India's growing layman 
photography. 
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The aim of this thesis is to trace the category ‘tourist photography’ through the lens 
of photography as global medium. It traces how photography and tourism conflux. It 
is important to acknowledge that the very concept of tourist photography is invested 
in an ethnocentric paradigm that seeks to establish the ‘truth’ of identity through the 
construction of binary difference. This relationship between tourist photography, 
truth claims and the construction of difference has been highly influential in thinking 
and research on tourist photography into the present day. I will elaborate this aspect 
and critically reflect on it here as as well as in the discussion of my theoretical approach 
in Chapter 2. I now turn to the exploration of the cultural context of the emergence of 
tourist photography. 
 
Chronotopic Certainties 
Photography and tourism are two domains that are closely interlinked historically, as 
the previous section has shown. Both have their origins in Europe around 1840. 
Thomas Cook offered the first packaged tour in 1841: a train tour in the UK, departing 
from Leicester to Loughborough, which included a return ticket plus a cup of tea, a 
teacake and entertainment by a brass band. This packaged tour is considered to be 
the founding moment of mass tourism. Although the European Grand Tour had 
existed prior to Cook’s tour, it relied on social networks providing support for those 
who were touring. The novelty of Cook’s tour lay in combining, commercialising and 
providing the services: transport, snacks and entertainment (Freyer 2006, p. 13). Since 
its humble beginnings in the mid-nineteenth century, tourism has grown to become a 
global, multi-billion-dollar industry that spans accommodation, transport, food and 
entertainment and is constantly extending into further geographical corners, even 
beyond planet earth.6  
 
Photography in the tourstic context within Europe (e.g. on Cook’s Tours) was involved 
in establishing binary difference between North and South Europe (as noted above in 
respect to early professional photography) as well as between Britain and continental 
Europe. In Europe, the parallel developments of photography and tourism took shape 
within a cultural context that prioritised rationalist claims to truth.  
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Photographers in the early decades of photographic expansion included specialists 
such as colonial administrators, anthropologists or scientists operating in the non-
Western world. They adopted the photographic camera as a specific tool that had 
come to be understood as an instrument for light-writing. As discussed above, light 
connotes truth and the camera has a seemingly in-built property of capturing or 
claiming truth. Here, the photograph is understood to be an objective or faithful 
recording of the traveller’s visual apprehension of a place, as that which represents 
‘seeing with one’s own eyes’. Pinney calls this practice ‘autoptic’. ‘Autoptic’ translates 
as ‘eyewitness’, to mean based on one’s own observation, from the Greek ‘auto’ for 
self and ‘optic’ for eye. Pinney (2014, p. 452) remarks: 
 
The relationship between early photography and European travel is not 
accidental: the ‘normative’ photograph encoded a practice of 
photography, which encoded a practice of travel. The ideology of 
indexicality authorized an autoptic practice of ‘being there’.  
 
Indexicality refers to a photograph as index, meaning a photograph indicates ‘what 
was there’ in the moment that a photograph was been taken, like smoke indicates fire. 
Pinney explains that it is this authority of the photographic camera that gives the 
traveller/photographer the impression of ‘knowing’ what they have seen. It occurs 
through documenting places and people ‘in real time/space conjunctions’ (Pinney 
2014, p. 452). In British and US terminology, this point is expressed in the verbs ‘to 
capture’ or ‘to take’ a picture.7 Those conjunctions in time and space are ‘chronotopic 
expectation’ (Pinney 2014, p. 453). The term chronotope, literally translated as ‘time-
space’, was coined by Russian philosopher Mikhail Bakhtin (1981 [1937]) and signifies 
the representation of configuarations of time and space in different literary genres 
(see also Haynes 1995). Pinney explains that this chronotopic expectation expresses 
itself in the purpose and experience of travel as being ‘seeing with one’s own eye’  
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(Pinney 2014, p. 453). By extension this allows the situation of the armchair traveller, 
for whom looking at photographs makes them feel as if they were there even though 
they were not.   
 
The idea of travel as eyewitnessing dates back to the sixteenth and seventeenth 
centuries (Pinney 2014). This period marks a shift from the art of travel to the science 
of travel, when travel was methodised as gaining knowledge, and writing was declared 
a necessity for reliable memorising (Stagl 1989, 2002; Pinney 2014). The attribution of 
the traveller’s camera as a tool for documenting the fact that I ‘have been there’ and 
as proof that I ‘have seen with my own eyes’ has witnessed an evolution from the early 
scientists’ take on the camera to the tourists’ understanding of the camera in the 
digital age for instantly documenting ‘I am here now’ (see Larsen & Sandbye 2014; 
Molz 2012). Sociologist John Urry’s theory of the ‘tourist gaze’ (1990) can be seen as 
a continuation and radicalisation of this historic, scientific view of the camera as 
documenting ‘having been there’ and ‘seeing with one’s own eyes’ by prioritising 
vision as the primary sense. For Urry, photography and tourism are related to one 
another through the process of seeing as a learnt ability which structures and 
organises. This point will be further elaborated in Chapter 2.  
 
Spaces of Alterity 
A crucial aspect of the connection between photography and tourism that has been 
underexplored is that both practices are implicated in the pursuit of identity-in-
difference, of capturing what one is not (Sturken & Cartwright 2009). More 
particularly, photography has played a pivotal role in the process by which Western 
subjects have come to understand themselves as modern (or civilised) by way of 
reference to a premodern (or uncivilised) other. In the hands of colonial 
anthropologists, administrators and scientists, the camera has been used as a tool to 
capture ‘the other’. Additionally, the task of anthropologists and colonial 
administrators was to capture, optically measure and catalogue the people they 
encountered, and especially those whom they considered to be from ‘vanishing 
cultures’. Pinney (1997) calls this a ‘salvage paradigm’.8 An example of the salvage 
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paradigm is the eight-volume study The People of India, published by John Forbes 
Watson and John William Kaye between 1868 and 1875. The series is notable for its 
compilation of 480 photographs of native castes and tribes and is an ambitious 
example of a photographic project with the political agenda of cataloguing colonised 
peoples. The collection consisted of portraits and group shots – full length and face 
only, with and without studio backgrounds – with the aim of classifying people in 
‘caste’, ‘tribe’, ‘sects’ and individuals who were kings or ascetics (Pinney 1997, p. 35). 
This collection of photographs includes photographs by James Waterhouse, J. C. A. 
Dannenburg and Benjamin Simpson. Part of Simpson’s work was also shown in the 
world exhibition in 1862 in London. Here, alterity was framed as ‘vanishing’ and the 
role of the camera was to ‘capture’ an object before it disappeared. 
 
The obsession of British administrators and anthropologists with recording ‘the other’ 
in India translates into today’s tourist travelling to (non-Western) places in order to 
see and picture ‘other’ places and people. The use of photographic cameras in the 
thirst for capturing (vanishing) difference in the hands of tourists today may be seen 
as a form of neocolonialism (Bandyopadhyay 2010) or ‘cultural imperialism’ (Urry & 
Larsen 2011, p. 170). An outstanding example of this claim is the documentary 
Cannibal Tours by Australian cinematographer Dennis O’Rourke (1988). O’Rourke 
accompanies a group of European and American Tourists to villages in Papua New 
Guinea. He documents how tourists as well as the inhabitants of the village encounter 
difference. Instead of coming away with a shared understanding, tourists leave with 
the conviction that they have encountered ‘primitives’, while hosts are left in disbelief 
that the practice of taking photographs and giving money for this is form of meeting 
people (see Figure 1.6).  
 
Touristic photographic practices have also often been critiqued for simply replicating 
‘the exotic other’ shown in postcards and published photographs (Albers & James 
1983, 1988; Bruner 2005; Thurner 1992, 1995), ignoring effects on host communities 
and objectifying others (Cohen, Nir & Almagor 1992). It has also been critiqued for 
misrecognising the gaze of the tourist as that of the host communities (Evans-
Pritchard 1989; Gillespie 2006). Although we have come to understand that tourists’ 
 20 
(and scholars’) photographs are representations and images with ‘ethnocentric’ 
filters, we have not yet explored in which ways tourist photography may afford 
opportunities to represent diversity and plurality.  
 
This section has explored the intertwined relationship of tourism and photography 
through the lens of photography as a global medium. In European history, this 
relationship has been formed through a desire to record the truth. If we are dealing, 
so far, with a specific kind of tourist photography that is concerned with European-
centred truth claims that produce identities of self and other through constructing 
oppositional difference, might there be a tourist outside this pairing of truth and 
difference? How might we think of tourist photography as plural? 
 
Before proceeding to my research setting, Goa, I need to address a complication: the 
risk of localising. In agreement with Pinney, who calls for new pathways in theorising 
photography, my aim is to contribute to thinking and writing about photography in 
new registers. The problem is, however, how to move into those new registers without 
localising. Pinney (2012, p. 141–2) brings this challenge into view:   
 
Figure 1.6 Screen shot, Denis O’Rourke’s Cannibal Tours. Tourist capturing ‘vanishing’ cultures. 
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To think and write about Indian photography (as the present writer does) 
is to be confronted by the problem of ex-nomination. If you study 
European photography then you are likely to be considered a 
photographic theorist. If you study Indian photography you are likely to be 
considered a commentator on India photography. The European 
placement fades away while, conversely, India is underlined as a location, 
a ‘belated’ case study of what has already happened elsewhere in a purer 
form. Perhaps an original and paradigm-changing individual working in the 
‘margin’ will one day disrupt this, reconfiguring a very powerful set of 
expectations. Pending that eventuality, work in the ‘periphery’ has to 
confront a deeply-embedded structure of knowledge which distinguishes 
between normative and variant practices. India (or equally Peru or Japan) 
becomes the site for footnoted descriptions which are intended to 
counterpoint a core Photographic History, European in its sources and 
nature, but which declines to name itself as such. 
 
This thesis responds to Pinney’s critique of localisation in two ways. First, it seeks to 
render European photography visible as a set of practices and ways of seeing that are 
inseparable from the history of European colonialism, my focus being on British 
colonialism. In this way, I seek to decentre European photography by revealing its 
dependency on a set of interlocking ideas about truth and difference that supported 
the project of colonial expansion and domination. In doing this, I problematise the 
tendency to relegate photographic practices outside the West (a geographical 
denomination which has its roots in the European colonial opposition between East 
and West) to the status of the ‘Other’, which, as Pinney notes, produces non-Western 
ways of doing photography as variant or imitative. Second, and most importantly, I 
seek to extend Pinney’s critique to argue for the concept of localised, multiple 
transnational ‘photographic practices’ that are not reducible to the Orientalist 
opposition between East and West. To conceptualise photography in this way, we 
need to detach it from an identity defined by the nation-state. That is, we need to 
understand ‘photographic practices’ not as defining an essential national character, 
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but as emerging from within local settings. This is what I learned from my time in Goa, 
which presents a tourist photography context that is not readily assimilable to 
anything we might understand as ‘Indian’ photography. Indeed, the photographers I 
spoke to (the research participants and collaborators) were adamant in pointing out 
that ‘Goa is not India’. 
 
Photography has always been a product of transnational flows, as I have shown in the 
short history above, such that to confine photography to national boundaries is 
problematic. Hence, my approach in this thesis is to think and write from the field. My 
aim is to engage with what is done with cameras, and what cameras do, and which 
terminologies and categories are used, in order to explore a plurality of photographic 
practices. Goa is a place that allows for exploring this potential photographic diversity, 
not least because it attracts visitors from India who come from a diversity of different 
cultural backgrounds. Maybe, one day, we will talk of ‘realism-photography’ and ‘wish-
fulfilment photography’, terms that have been used for studio photography on the 
East African Coast. Yet this is not to exclude the possibility of, for example, a ‘French’ 
photography or an ‘Indian’ photography that might emerge in a national imaginary. In 
this case, I suggest, we need to inquire what photographic practices and cultures that 
develop in local settings do or do not do to create ‘Frenchness’ or ‘Indianness’. This 
includes, in the context of India, questions of regional types of everyday photography, 
just as there are regional cinema cultures (for example, ‘Bollywood’ and Chennai 
cinema). In this thesis, however, my aim is to identify photographic practices ‘from the 
field’ in order to resist making generalisations about a national photographic culture. 
I turn now to an introduction to Goa as a research site. 
 
The attentive reader might have noticed that as I write this thesis, I also try to avoid 
assuming such localisations by using terms such as ‘originating in Europe’ (rather than 
‘European photography’). I have no overall solution for addressing the problem of 
balancing global flows with local practices of photography. I turn now to an 
introduction to Goa as a research site.    
 
 23 
Goa as ‘Not India’ 
After acknowledging that photography is a global medium in the first section of this 
chapter, and that the notion and practice of tourist photography embodies a specific 
intersection of truth and difference, in this section I turn to the geographic context of 
the case study of this thesis: what photographic practices have emerged in this place 
called ‘not India’? I have situated my ethnographic research in a specific historical and 
touristic geographical context: the cosmopolitan state Goa and in particular North 
Goa’s beaches. Figure 1.7 is a map showing Goa’s situation in India. It lies on the 
central part of India’s west coast and is India’s smallest state. The Indian Ocean 
connects this small state with Europe and the East African Coast (see Figure 1.3).  
 
 
 
Figure 1.7 Goa lies on the West Indian Coast. 
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Figure 1.8 shows Goa’s major tourist sites along its coastline and inland. In order to 
understand emerging touristic photographic practices, which I will elaborate on in 
chapters 4, 5, and 6, I first introduce Goa’s history and, entangled with its history, Goa 
as tourist destination subsumed in the notion ‘Goa is not India’. I will also show the 
links between Goa, tourism in Goa, and Indian film industries and will establish the 
distinction between the ‘foreign tourist’ and the ‘Indian visitor’.  
 
 
Figure 1.8 Goa’s coastline and major tourist sites. 
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From Portuguese Colony to International Tourist Destination 
Vasco da Gama arrived in Goa in 1498 from Portugal. The city of Goa (which is now 
called ‘Old Goa’) was conquered by the Portuguese in 1510; their colonisation lasted 
more than 450 years until liberation in 1961. The links with Europe and Africa brought 
to Goa Christian missionaries, Arab traders and intercontinental prosperity. After its 
liberation, Goa endured a short period of economic drought. But, as Teresa 
Albuquerque (1988) describes in her book Anjuna: Profile of a Village in Goa, Goa’s 
cosmopolitan links prospered again around the mid-1960s. Hippies on their legendary 
trail connecting Europe, the Middle East and Asia started to stop in the small village of 
Anjuna, previously named Hanzun, in the North of Goa. While these new tourists 
romanticised Goa as tolerant and laid-back, Goans critiqued the hippy lifestyle, 
especially the public sexual intercourse that it included (St John 2010).  
 
As a foreign-tourist destination, Goa has since grown to become home to an 
international beach and party culture with tourism one of the main contributors to 
economic growth. Statistics collected by Goa’s Department of Tourism illustrate the 
rise from approximately 93,000 foreign tourist arrivals in 1985 to 541,000 in 2015. The 
estimated number for 2016 is 342,000 (Department of Tourism 2017a). By the 1990s, 
Goa gained an international reputation with ‘Goa Trance’ music. Festivals gathered 
people from around the globe in the northern villages to transcend body and mind 
with this music and perception-altering legal and illegal drugs. Indian visitors at that 
time simply watched the spectacle as they were mostly excluded from such parties 
(Saldanha 2007). During the 1990s and the first decade of the twenty-first century, the 
psy-trance movement brought large numbers of tourists to Goa. The beach and party 
culture was in full swing until the 2000s, after which it is debated whether Goa is ‘dead’ 
or ‘hiding’. Goa now attracts a diversity of international tourists. I cite the comment 
of, Filipe, a young Goan in Arambol Beach, North Goa, whom I briefly met in January 
2015: 
 
We have all tourists here in Goa. We have Danish tourists. Two years ago, 
mostly Danish people. One of my girlfriends [was] from Denmark. Then 
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many people from UK. They like sunbathing. Always people from UK in 
Goa. Then we have hippies from Austria. You can see Austria hippies live 
up there in the forest [points to the hill]. I don’t go there. I don’t like them. 
They are always naked … And lots of tourists from Russia come to Goa. 
They want vodka and party, party, party, too much party and too much 
drinking! In the morning they drink vodka! [laughs]. Maybe five years ago, 
Russian people started. This year, very less people from Russia. And less 
people from Ukraine. Ukraine is in war with Russia, you know? No money, 
no honey. No money, no holiday [laughs]. Many years ago many people 
from Israel, but they stop. My girlfriend say they now do backpacking up 
north or working. (fieldnotes, 6 January 2015) 
 
This was during the tourism season of 2014/2015. Goa caters to international tourists 
mostly during the ‘tourist season’ from October to March. Felipe says in words what 
statistics tell in numbers: international tourists in Goa come from all over the world. 
His comment also illustrates that they are a mix of hippies, backpackers, party tourists 
and package tourists seeking beach, sun, fun, cheap alcohol and drugs and other 
pleasures. A remarkable thing is that Felipe does not mention tourists from India in his 
account, although they have been part of the tourist culture in Goa since the 1970s. 
After I ask for the reason, he clarifies for me: foreigners are ‘tourists’. Indians are 
‘visitors’. What does this distinction mean? And what does it mean for this study? I will 
discuss the complexity of these terms, before turning to the context of Goa as ‘not 
India’ in the imaginary of Indian visitors and the role of cinema in representing Goa as 
a tourist destination.   
 
Foreign Tourist or Indian Visitor? 
Tourism embodies a political agenda and has been considered a development tool by 
successive governments of India since the country’s liberation in 1947. Each 
government has implemented five-year programs for the development of 
international and domestic tourism (Ahuja 1998). In 2002, the Ministry of Tourism 
launched the campaign ‘Incredible India’ to further promote tourism as a practice.9 It 
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is a program that actively promoted India both inside and outside the nation, branding 
it as a culturally diverse, spiritually enlightening and historically rich destination (Kant 
2009). Whether building on an Orientalist imaginary and images (Hubermann 2011) 
or ‘re-mixing history’ for a ‘post-exotic’ image of India (Kaur 2015), this campaign 
standardised tourist products (Hubermann 2011). In 2015, additional efforts fuelling 
tourism were implemented, and included the worldwide International Day of Yoga 
(Government of India n.d.a); the e-Tourist Visa (eTV) scheme, an online processing 
scheme for tourist visa applications (Government of India n.d.b); and the Swachh 
Bharat Abhiyan, the Clean India campaign. Tourism has grown to become one of 
India’s leading industries and a major source of foreign exchange earnings, growing 
from INR 121,500 billion in 1998 to INR 1,233,300 billion in 2014.10 These efforts have 
resulted in skyrocketing numbers of tourists (Geary 2013; Hall 2012; Thussu 2013; 
Yadav & Rizwan 2012).11 The term ‘tourism’ and hence tourist statistics in the context 
of India, however, hold complexities.     
 
There are for the most part two broad categories of tourism used by tourism scholars, 
statisticians and governments: ‘international tourism’ and ‘domestic tourism’. 
International tourism comprises all tourists coming from outside a country. In India, 
the number of ‘foreign tourist arrivals’ grew between 1998 and 2014 from 2.36 million 
to 7.68 million, with the USA, Bangladesh and UK the top three source countries. 
Domestic tourism is a term that describes all tourists travelling within India. According 
to the publications of the Ministry of Tourism, the number of domestic tourists rose 
between 1998 and 2014 from around 159 million to 1,200 million. The exponential 
increase in domestic tourism in India is explained by the following factors: the 
increased status of tourism as a political instrument for economic (rural) development 
and nation-building (Hall 2012; Hannam & Diekmann 2011; Rao & Suresh 2001); the 
improvement of the railway and domestic airline infrastructure (Hannam & Diekmann 
2011); the implementation of paid holidays in the public sector (Singh 2009a); and 
economic liberalisation leading to the rise of the ‘middle class’, which has a greater 
capacity for consumption and has disposable income to do so (Huberman 2011).12  
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A challenge in researching domestic tourism in India lies in the distinction between 
travel methods predating the colonial period and those introduced by the British. For 
example, during the colonial era, most hill stations like Shimla or Darjeeling were 
created for British tourists and hot season sojouners (Baker 2010). Yet there were, and 
are, more styles of travelling within India than the British way of touring (Rao & Suresh 
2001; Singh 2004, 2009b). The question here is whether all forms of travel in India 
should be subsumed as ‘tourism’, a question that is especially important in relation to 
pilgrimage (Shinde 2008; Singh 2004, Singh 2009b). Domestic tourism in India, 
according to Rao and Suresh (2001), has three phases: a ‘traditional’ phase, which 
includes pilgrimage and travel to fairs and festivals, a ‘historical’ phase, which includes 
the pleasure and leisure travels of the nobility of the Mughal period, and the ‘colonial’ 
phase (Rao & Suresh 2001, p. 199): 
 
In colonial periods, the British imposed the pattern of the development of 
tourism that they were familiar with at home. Rural hamlets in the hills 
were turned into urban settlements, popularly known as hill stations, and 
beach tourism as well as sports and adventure were developed with an 
infrastructure of small hotels, circuit houses and rest houses, as the 
hospitality of the rulers of the princely states who maintained game 
reserves for their hunting pleasure. 
 
Hannam and Diekmann (2011) add a fourth phase, where tourism takes the form of 
‘westernised lifestyle’. They refer to a type of domestic tourism that applies to the 
travel practices of a middle class. This ‘middle-class tourism’ carries a legacy of British 
colonialism (Baker 2010; Rao & Suresh 2001). Singh (2009a) argues the need for an 
Indian perspective when it comes to domestic tourism, mainly due to the prevalence 
of – from a Western perspective – informal and non-institutionalised ways of travelling 
in India. She introduces distinctions drawn from the Hindi language, which is mostly 
spoken in North India. 
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Research on India’s domestic tourism is almost non-existent. One of the 
reasons for this lies in the fact that ‘tourism’ per se, which is typically a 
product of ‘western’ modernity (Tower 1995, p. 339), preferably 
industrialism, conceptually contrasts the legacy of travel practices of 
native Indian masses. Prior to its arrival, during the colonial and 
postcolonial times, vernacular forms of travelling (Yatra) and touring 
(Ghumma) had a vivid and vigorous presence in the country. Yatra and 
Ghumma continue to be generic terms, associated with the Ghumakkar 
(native traveller), whether it be in the form of religious tourism, namely 
Tirtha (pilgrimage), or secular travels such as Milna (visiting people) and 
Deshatan (sightseeing). Interestingly the activity of recreation is implicit in 
these terms. (Singh 2004, p. 35, emphasis in original) 
 
Beside the complication of domestic travelling/touring practices that predate and 
parallel British practices is the fact that the current infrastructure of commodified and 
non-commodified tours to sacred sites and family events are hard to distinguish (Singh 
2009a).13 Singh (2004) makes the distinction between the ‘old’ and ‘modern’ in terms 
of the ‘sacred’ and ‘profane’, respectively while Gladstone (2005) distinguishes 
between the formal and informal tourism sector. Hannam and Diekmann (2011) 
contrast pilgrimage with ‘middle-class domestic tourism’, framing the latter within an 
economy of consumption and cultural tourism. ‘Bollywood tourism’, for example, is 
described as ‘a central part of the cultural tourism experience of India’ for both 
domestic and non-resident Indian visitors (Hannam & Diekmann 2011, p. 36). Further 
research in domestic travel practices is likely to come up with more appropriate 
terminologies and distinctions. In my own study, I use a terminological distinction that 
most of my participants (visitors to Goa), as well as local Goans, used, which is ‘foreign 
tourist’ for travellers from overseas, and ‘Indian visitor’ for domestic tourists. Indians 
who live overseas and come for a holiday to Goa are a blurry category. Their ascription 
depends on their style of travelling.  
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Beach, Booze, Babes 
Goa’s Portuguese heritage and international beach and party culture make it a 
cosmopolitan place and have shaped an image of Goa as ‘not India’. What is ‘not India’ 
about Goa and what is Goa if it is not India? To answer this question for the reader, I 
draw mainly from comments made by my fieldwork participants who used this 
expression (often with a roguish smile) to describe Goa’s relationship to the nation 
from the point of view of those who reside in India. I explore the photographic 
practices and discourses of ‘Indian visitors’ who mostly come to Goa from 
metropolitan cities in India or the neighbouring states Gujarat, Tamil Nadu and Kerala.  
 
 
While other parts of India have a coastline, too, Goa’s beaches are popular among 
international tourists who co-create the destination as ‘foreign’ with their touristic 
practices: nightlife and clubbing, sunbathing and strolling along the beach, consuming 
affordable alcohol and other drugs, eating at non-Indian and meat-based restaurants, 
shopping for Western fashions. Additionally, the region’s Portuguese heritage creates 
Figure 1.9 Major tourist sites of North Goa. 
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another consumable foreign space within the locale, with local businesses bearing 
names such as Villa Goesa, Casa Candolim, Tito’s nightclub, and Souza Lobo. 
Moreover, unlike other coastal areas, it is possible in Goa to do water sports like jet 
skiing, paragliding, diving or swimming. Figure 1.9 shows a map with North Goa’s most 
popular beaches among international tourists and Indian visitors.  
 
The notion of ‘not India’ refers to activities that are available there for Indian visitors 
that are not possible elsewhere in the country. This image of Goa as different from the 
rest of India has been shaped considerably by Indian filmmakers. Many films have 
either been set or filmed in Goa, which commonly features as a setting for dangerous 
encounters with foreigners or for sentimental romances between lovers who have to 
overcome societal obstacles. One of the earliest films filmed and set in Goa was the 
1952 film Jaal. It depicts Goa as a colony ‘other’ than British. The opening title 
translates as ‘On the west coast of India there are some foreign colonies, where people 
from other countries come for business purposes’ (cited in Chatte 2015). In a similar 
way, Amitabh Bachchan’s debut film Saat Hindustani (1969), tells the story of 
Portuguese colonisation. Another classic popular movie is Bombay to Goa (1972). 
Here, Goa appears as a romantic place for a young student, Mala, who dreams of being 
a Bollywood star, but finds herself chased by a murderous thief. After an adventurous 
bus ride filled with passengers of all cultural and religious backgrounds from India, she 
survives a murder attempt and escapes with the help of her future husband. The 
showdown is in Goa, where their affection may be expressed publicly on the beach. In 
Dil Chahta Hai (2001), three friends are on holiday in Goa to overcome their 
heartbreaks and one is robbed by a female ‘foreign tourist’. In Go Goa Gone (2013), a 
rave party turns into a zombie apocalypse, and in Josh (2000), a remake of West Side 
Story, Shah Rukh Khan stars as the leader of a Christian gang fighting against a Hindu 
gang.  
 
As a setting for films, the features of Goa that are often highlighted are its scenic 
beauty, its beaches, and Catholicism: Goa’s Dudhsagar Falls has been used as 
background scenery in Chennai Express (2013); and Fort Aguada appears in 
Honeymoon Travels (2007). Goa’s characteristic Portuguese forts, its churches, and its 
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beaches become the mis-en-scene for stories of love, fear, desire and freedom. This 
mix of filmic romance, danger and action in movies is continued and acted out by many 
Indian visitors on Goa’s beaches, forts, churches and streets, as we will see in the 
ethnographic chapters. The expression ‘Goa is not India’ thus interlinks with film 
cultures in India that represent Goa as a fantasy space of danger and desire. 
 
Thesis Outline 
Opening with the premise that photography is a global medium, Chapter 2 is a critical 
reflection on the cultural complexity that needs to be dealt with when theorising 
‘tourist photography’. It develops a conceptual framework for the thesis that allows 
for a terminology and analysis freed from its specific Northern European origin. I first 
trace how the metaphor of light-writing with its specific connotation of representing 
truth has permeated theories on photography until recently. I formulate a critique that 
is directed at the construction of tourist photography as a form of claiming truth and 
constructing difference, originating in the scientific and colonial nineteenth century. I 
suggest opening up ways that allow other forms of tourist photography that are not 
preoccupied with truth and difference. To do so, I suggest the framework camerawork 
as technical practice, drawing from Pinney (2010). Camerawork shifts the analysis 
away from photography as the fixed entitites of image or object to the examination of 
photography as a technocultural process: that is, to understand its capacities for 
experimentation and transformation within networks of human and non-human 
actants. In the context of tourism, as I set up in Chapter 2, this theoretical framework 
raises the question of whether it is possible to conceptualise photography as an agent 
of change. It also challenges the assumption that the camera is a neutral technology 
that plays no role in the formation of tourism cultures.  
 
Chapter 3 discusses my own approach to researching tourist photography as 
camerawork. It is about the methods that I employed during the two three-month 
fieldwork trips in Goa, and the results of this work that led me to change my research 
path as initially anticipated. In retrospect, I frame the method as ‘thick participation’, 
drawing from Spittler (2001, 2014). Thick participation is a radical form of participant 
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observation that seeks to encourage mutual understanding through shared lived 
experience. It does so by drawing from natural, non-forced conversation and 
observation. It attends to the researcher’s self-understanding as an apprentice in a 
world that is in a state of becoming; and it allows for the idea of ‘sensuous research’ 
(research that integrates sensual experiences beyond the visual) which goes beyond 
words. This approach seems suitable for doing ethnographic research in a world 
where, in taking photographs as a tourist or visitor, one learns by doing (in this case, 
by images ) together with others.   
 
Chapter 4 is the first of three ethnographic chapters. Each of the ethnographic 
chapters takes one aspect of camerawork into focus. Chapter 4 interrogates 
photography as a form of ‘prophesy’ (Pinney 2010) in the context of ‘Timepass 
photography’. Timepass is not a standard English term. It is a term used by groups of 
young male Indian visitors to Goa in order to describe their practice of photography 
as distinct from other practices such as ‘clicking pics’, ‘doing photography as passion’ 
or ‘commercial photography’. In the context of their visits in Goa, far from bein a 
practice of the quick snap, Timepass photography may be translated as a form passing 
time together with friends while performing in front of the camera, mimicking famous 
actors and film protagonists. In all this, the camera’s digital screen plays a central role, 
on the one hand as a viewfinder allowing for a collaborative act of photography (this 
is explained in Chapter 4), and on the other hand as a ‘photo album’ allowing new 
social alignments across class lines. Camerawork, I suggest, in the context of Timepass 
photography, is ‘prophetic’, in the sense that it is more than aspirational. The camera 
allows for the young men to experience the possibility of being socially mobile, at least 
on-screen.  
 
In Chapter 5, I address the complexity of a highly contested photographic practice in 
Goa, which I frame as ‘taking photographs with foreigners’. The majority of studies of 
tourist photography analyse tourist–local photographic interactions. In Goa, the case 
is exceptional as both photographer and photographee are usually not local to Goa. 
They are visitors (from India) and foreign tourists (from overseas). I describe the 
photographic relations between three groups, the groups being: visitors who embrace 
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the experience of having the opportunity to take a photograph with foreigners; those 
visitors and Goans who critique this practice; and the foreigners who willingly 
participate, or not, in having their photograph taken. I suggest that this area of 
photographic practice demonstrates how the democratisation of photography in India 
creates a countercolonial ‘disturbance’ (Pinney 2010). In order to understand this 
disturbance, it has to be taken into account that the foreigners who are asked for their 
consent to be photographed are usually fair-skinned, an attribute which for the Indian 
visitor photographers appears to represent wealth, success and beauty. Similar to the 
use of the camera in the context of ‘Timepass’, described in Chapter 4, the visitors 
who desire having a photograph taken with foreigners aim at aligning socially (on the 
camera’s screen) with what fair-skinned foreigners represent. This has provoked a 
pejorative narrative by critics of the practice who consider that the visitors who take 
photographs with foreigners are ‘uneducated’ and ‘backward’, especially in the case 
of ‘guy groups from the South’ who are taking photographs with ‘foreigners in bikinis’. 
Their emergence as would-be protectors of foreigners, or ‘gatekeepers’, I suggest, 
reflects a disturbance of power relations caused by undesirable others have access to 
foreigners.  
 
In Chapter 6, I explore the transformation of the profession of commercial 
photography for visitors and tourists in Goa in the context of the democratisation of 
photography in India. Commercial photographers offer printed photographs taken in 
the open-air. They do their work on Goa’s beaches, and at its forts and other touristic 
sites. Similar to studio photographers, they work as directors and mediators between 
the realm of truth and ‘(true) fiction’ (Behrend 2013, p. 88). My focus is on the 
ambiguous role of the digital printer in the transformation from analogue to digital 
processing techniques and the democratisation of photography that digitalisation has 
engendered. One the one hand, digitisation is ‘poison’ (Pinney 2012) for commercial 
photography, due to the decrease of demand (creating a situation where anyone can 
be a specialist). One the other hand, it delivers the ‘cure’ (Pinney 2012): the digital 
printer. This printer allows for instant printing onsite and allows the continuing survival 
of commercial photography. 
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The thesis ends with concluding thoughts in Chapter 7. I return to the research 
question to discuss key findings and point to possible future directions. My suggestion 
is to intensify research on tourist photographies (plural) and to deepen the work on 
ethnographies of tourist photographies to better represent diversity, plurality and also 
transformational processes emerging through the use of photographic cameras in the 
context of tourism.  
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1 For a critical discussion on the camera obscura as a predecessor of the photographic camera see Crary 
(1992). 
2 For an overview and description of the three most widespread processes during the nineteenth 
century in India – daguerreotype, calotype and wet collodion process – see Falconer (2001). 
3 ‘Die Fotografie ist nicht im Jahr 1839 erfunden worden. Doch ist dies das Jahr, in dem sich ein Sprechen 
zu formieren beginnt, das den fotografischen Technologien und den hiermit verbundenen Bildern gilt. 
Seit 1839 ist das Nachdenken über die Fotografie eine öffentliche Angelegenheit, und sie wird von einer 
nicht überschaubaren Zahl von Akteuren geteilt. Ob bedeutende Wissenschaftler, viel gelesene 
Journalisten, anerkannte Künstler oder uns heute nicht mehr namentlich bekannte Autoren, sie alle 
trugen dazu bei, für die soeben publizierten fotografischen Verfahren und für die hierbei vorgelegten 
ersten Bildproben Metaphern zu finden, Vergleiche herzustellen, Begriffe zu prägen und 
Argumentationen auszubilden – kurz: Standards des Sprechens über das Fotografische zu prägen.’ 
(Siegel 2014, p. 14) 
4 Cinematography builds on photography. It emerged in the 1890s in France and the US. Film cameras 
are a mutation of the photographic camera in using series of single shots to produce a film sequence.  
5 The political connotations of democratisation is reflected in Pinney‘s recent work on photography. 
When interrogating changes in and through photography in India, he looks for ambiguity in the 
interpretation of photography as ‘cure’ in one context and ‘poison’ in another. Recently, he has taken 
up Ariella Azoulay’s concept of photography as civil contract (2008). His approach accentuates the 
political in this ambiguity.    
6 With this growth, tourism has unfolded into a plurality of forms and types: for example, leisure, 
heritage, spiritual, business, medical, sports, educational, eco, individual, alternative, sustainable, 
adventure and space tourism. Within the last three decades, tourism’s global expansion has ‘ceased to 
be a primarily Western phenomenon’ (Cohen & Cohen 2012, p. 2178). On the one hand, political and 
economic transformations in Latin America and Asia have enabled a growing middle class to travel and 
accelerate the tourism economy. On the other hand, the numbers of tourists from Europe and North 
America have declined in the face of the West’s financial crisis and in fear of terrorist attacks and natural 
disasters (Cohen & Cohen 2012).  
7 This seems specific to British and US discourse. In German, the common expression is to ‘make’ a 
photograph (ein Foto machen), to ‘depict’ (abbilden) or ‘to photograph’ (fotografieren).  In French, it is 
prendre (take) or faire (make).  
8 In Indian photo studios, up to the beginning of the twentieth century, another paradigm motivated 
photographers: the ‘detective paradigm’. This is based on the idea of continuing the caste system by 
means of the photographic camera, which serves as an imaging tool to identify ethnic lineages (Pinney 
1997). 
9 Various countries in Asia brand their nation as a tourist destination in similar ways: the Tourism 
Authority in Thailand launched the campaign ‘Amazing Thailand’ in 1998; the Ministry of Culture, Sports 
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and Tourism in Vietnam launched the campaign ‘Exciting Vietnam’ in 2014; the Ministry of Information, 
Culture and Tourism launched the campaign ‘Simply Beautiful’ in Laos.     
10 Annual Report, Ministry of Tourism, Govt. of India, 
http://tourism.gov.in/TourismDivision/AboutDivision.aspx?Name=Market%20Research%20and%20St
atistics (accessed 10 August 2015); 
http://tourism.gov.in/writereaddata/CMSPagePicture/file/marketresearch/statisticalsurveys/India%20
Tourism%20Statistics%20at%20a%20Glance%202014.pdf  
(accessed 10 August 2015). 
11 Methods for statistical data collection in India vary. The rising numbers reported for tourism may also 
reflect the implementation of better monitoring tools and more resources for data collection. Reading 
the numbers in absolute terms would be misleading. There is a lack of a critical overview and analysis 
on statistics on tourism in India. For a critical overview and history of statistics in India more general 
see Guilmoto (2011).  
12 For an overview on the growth of tourism in Asia, see Teo, Chang and Winter (2008). 
13 For an overview on pilgrimage and Western-style tourism see Hannam and Diekmann (2011). 
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Chapter 2   
Introducing Camerawork 
 
We need to come up with a new kind of ratio, a new way of 
conceptualizing photography as technical practice itself in a state of 
continuous transformation … which is imbricated with equally fluid 
subjects (both in front of, and behind, the camera) and to understand the 
ways in which this entangled practice has itself transformed that domain 
that many of us used to call ‘culture’. (Pinney 2013a, p. 148, emphasis in 
original)  
 
This chapter develops a conceptual framework for researching tourist photography. 
My theoretical contribution to the field of tourism studies aims to help make 
photography visible as a practice. By this, I mean that tourist photography has to date 
mostly been theorised with an  assumption that the camera is simply an extension of 
the tourist’s eye.  
 
The term 'Tourist photography' refers here to photography practiced by tourists. It 
mediates the experiences of touring, either by individuals or as groups, and includes 
photography by amateurs as well as hobbists (who occupy a space between amateurs 
and professionals). The expression 'tourist' includes people who may see themselves 
as different from tourist (in the ‘packaged’ form of tourism), such as backpackers, 
travellers, and wanderers. 'Commercial photography' is a term that describes in this 
thesis any kind of photography practiced for commercial reasons. Commercial 
photography is practiced in the industries of fashion, art, advertising, and also tourism. 
In tourism, it refers to the visual documentation of destinations and the picturing of 
tourists by commercial photographers. In India, it includes those photographers who 
earn a living by taking photographs for tourists. The simplest distinction between 
commercial and tourist photography is that the first is done for tourists and for the 
tourism industry by professional photographers, the second is done by tourists. 
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However, these lines of distinction are somewhat blurry. There are, for example,   
those who are neither photographer nor tourist. For example, tour guides may take 
on the role of a photographer for tourists when guiding them through a site, agreeing 
to take their photographs without explicitly offering this service. There  is also the case 
of those tourists who commercialise their photographs, e.g. in social media or through 
stock photo platforms.     
 
This chapter foregrounds Christopher Pinney’s concept of camerawork and explores 
what it offers in the context of tourist photography studies. In the quote above, Pinney 
invites us to think of photography as full of cultural possibility. He addresses the 
challenge of moving on from analysing photography and photographs as static and 
given entities to analysing them in a state of flux, as his quotation marks indicate. He 
suggests focusing on ‘continuous transformation’ and ‘fluid subjects’. In other words, 
a focus on the analysis of changes, shifts, processes. What follows is an exploration of 
the question of how Pinney’s camerawork might advance studies on tourist 
photography. 
  
This chapter is divided into four major sections. It first sheds light on the metaphor of 
light-writing and how this metaphor has permeated thinking and writing about 
photography until today. It then introduces and critically reviews in the second part 
key theories in tourism and tourist photography studies. I argue that key concepts in 
theories of photography, in the context of tourism, are largely embedded in an 
ethnocentric paradigm of truth and difference originating in the autoptic mode of 
travelling, as outlined in the introductory chapter. In treating tourist photography as 
originating in Europe, scholars can overlook the culturally diverse contexts of tourist 
photography that have emerged. Consequently, specifically European ways of seeing 
and framing have become cast as an effect of the technology, which is itself imagined 
to be culturally neutral. I introduce, in the third part, the concept of camerawork as 
outlined by Pinney (2010). Pinney frames photography as a technical practice 
enjoining human and non-human agents: for him it is neither a neutral tool nor a 
culturally determined instrument. He thus shifts the analysis from photography as 
image, practice or object to the registers of experimentation, transformation and 
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disturbance. To explain the twist that his approach represents, I build on the review 
of the work of key theorists in photography in the previous (second) section and draw 
examples from his ethnographies in India. In the last part of the chapter, I bring 
together Pinney’s camerawork, which draws on Actor-Network Theory (ANT), with 
recent work in tourism studies that uses ANT. 
 
The Long Shadows of Light-Writing  
Although philosophers and other scholars have brought their critical gaze to 
photography to propose other understandings of the medium, the question of 
ontology has remained absent until recently, as the short review of debates below 
shows. I mainly build my argument on the work of art historian Melissa Miles (2005, 
2008, 2012, 2013, 2015). I introduce her work first, and then move on to discuss key 
theories of photography as image, power, act and object to demonstrate the lack of 
attention to ontology. 
 
Ontology 
As briefly touched upon in the introduction, photography has been framed as light-
writing. A central proposition of this thesis is that light in the context of photography 
is culturally contextual and is an agent in social relations and connections (see Bille & 
Sørensen 2007). The work of art historian Melissa Miles (2005, 2008, 2012, 2013, 
2015) is exceptional in her way of elucidating the relation of light to photography and 
has been greatly influential for the framing of this thesis. In her exploration of the early 
years of photography in Europe and Australia, Miles exposes how metaphors of light 
and darkness have shaped the meaning of photography. She illustrates how a 
particular light-using practice was directed at unveiling truth to the extent that 
photographs came to be understood as ‘documents of truth’. As Miles (2005, p. 331) 
explains: 
In this borrowed light, photographs became documents of truth in an 
apparently natural way and as an extra-discursive agent that has 
transferred a trace of the ‘thing itself’ directly and precisely onto the 
photographic emulsion. 
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Light was attributed with qualities that are timeless and metaphysical. Hence, light 
was understood to be the directing agent in photography, not the photographer. Since 
light is truth and photographs are made with light, photographs have come to be 
understood as constituting truth. Art historian Melissa Miles (2008) suggests we move 
away from the century-old ontology of photography that produces binary oppositions 
such as light and knowledge on the one side and blackness and darkness on the other. 
Of interest to me is her argument that photography’s meaning is shaped by a specific 
discourse in which light appears as a revealing agent (Miles 2005, p. 332). I now 
present a historical overview that I divide into four aspects: image, power, act and 
object.  
 
Image 
One major subfield in studies of photography concerns the study photographs as 
images and their meaning as images. The French philosopher Roland Barthes (2010 
[1981]) is the father of this approach, which applies semiotics, a theory of signs and 
sign relations developed by Ferdinand de Saussure and Charles Sanders Peirce, to 
photographic images. The study of the visual content of photographs as signs and 
symbols has been one of the most influential developments leading to the 
establishment of the fields of contemporary visual studies, visual culture studies and 
visual methodologies (Mirzoeff 2002, 2011; Rose 2001; Van Leeuwen and Jewitt 
2001). Barthes also developed his own terminology in his publication Camera Lucida 
(2010 [1981]): studium, punctum, index, referent. The studium, for Barthes, denotes 
what is obvious for everyone to see and therefore conveys an implicit universal 
meaning, while the punctum refers to the private meaning, belonging to the viewer’s 
own subjectivity. The index, in this context, means that a photograph indicates ‘what 
has been there’ (Barthes 2010 [1981], p. 115). In linguistics, it refers to a sign that is in 
direct physical relation to a referent: for example, in the way that smoke indicates fire. 
In his discussion of the photograph, however, Barthes introduces a temporal element. 
While the smoke-fire conjunction indicates a simultaneous event, the photograph 
does not represent what lies in the present. It indicates or points to something that 
lies in the past. However, as Barthes explores, photographs are read in a particular 
way, that is, the photograph is conflated with the object it represents, so that the 
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relation between the viewed photograph and the object appears seamless (and often 
simultaneous). Barthes (2010 [1981], p. 3) claims that: 
 
A specific photograph, in effect, is never distinguished from its referent 
(from what it represents), or at least it is not immediately or generally 
distinguished from its referent (as is the case for every other image, 
encumbered – from the start, and because of its status – by the way in 
which the object is simulated): it is not impossible to perceive the 
photographic signifier (certain professionals do so), but it requires a 
secondary action of knowledge or of reflection. 
 
Barthes’s theory of photography does not question the reference to truth. By contrast, 
he subtly affirms the metaphor of light-writing and consolidates the truth claim by 
introducing the notions of index and referent. Miles’s work, as well as recent studies 
in anthropology, show this ontology to be dependent on cultural context (see also 
Edwards 2012).  
 
Power 
The equation of photography and power constitutes a strand of study concerned with 
discourses and knowledge production. It questions how truth, knowledge and power 
relations are produced by means of photography. American writer Susan Sontag 
(1977, p. 2) made the famous claim in On Photography that ‘[t]o photograph is to 
appropriate the thing being photographed. It means putting oneself into a certain 
relation with the world that feels like knowledge – and, therefore, like power’. For 
Sontag, the term ‘capture’ holds a deeper meaning than capturing light: observation 
works to appropriate and subjugate the world. John Tagg, the British art historian, is 
another distinguished representative in this line of thinking. He draws from the French 
philosopher Michel Foucault, who frames power as a system of knowledge. The power 
of photography, according to Tagg (1988), lies not in its deployment in the hands of a 
single photographer, as Sontag suggests, but in a regime of knowledge. When used in 
public institutions such as hospitals, police stations and courts, photographs gain the 
power of being considered as proof, evidence and record.  
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As I propose, photography has been theorised on the basis of an idea that the camera 
has the capacity to convey truth, and this capacity appears as in-built. One recent 
approach that leaves the question of knowledge production aside, but that is able to 
provide new perspectives on photography and power, is that by author and theorist 
Ariella Azoulay (2008, 2009). She highlights the power of the individual by pointing out 
that everyone contributes to photography, willingly or unwillingly. She frames 
photography as constituting a ‘contract’ with its ‘citizens’, where agency and power 
lies within every member of the ‘citizenry of photography’. Although Azoulay does not 
question the idea of the ‘truth’ of photographs, unlike other approaches, her approach 
allows for fluidity and relationality, as does Pinney in his theory of camerawork. 
 
Act 
Viewing photography as an act and social practice enables us to understand how 
photography produces more than photographs: that is, how it produces social order. 
The French philosopher and sociologist Pierre Bourdieu (1991, 2004) approaches 
photography as a practice of producing social difference. According to Bourdieu, class 
defines for its members what is photographable, how it is photographable and if it is 
perceived as worth being photographed. Photography’s claim to truth is not relevant 
for Bourdieu. Shove et al. (2007) developed Bourdieu’s approach, taking it into today’s 
context of digital photography. They make a distinction between photography as a 
recognisable entity and photography as it is actually performed. The first refers to 
photography as a type of activity in contrast to, for example, playing music or sports. 
The latter refers to enactments of this activity in all its possible variations. As an 
enacted practice, photography transforms relations between objects (camera, 
computer and photographs) and habits (such as taking and viewing photographs). 
Although these recent studies are concerned with digital photography and how it 
changes, or may change, existing photographic practices, scholars are yet to come to 
terms with how digitisation transforms or reasserts the claim to truth.     
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Object 
The study of photography as it relates to the production of a material object, especially 
with regard to the materiality of photographs, represents a theoretical shift evoked by 
the assumption of the immateriality of digital photographs. Digital photography has 
spread rapidly in the 2000s and has raised significant questions about the 
photograph’s materiality. The focus in this approach is on the diversity of contexts that 
a single photograph may move through and how its materiality changes with each 
context (Edwards 2012; Hevia 2009). This consideration of the digital object has grown 
over the last decade (review Edwards 2012) and has been taken further by Edwards 
(2012), who takes the question of materiality beyond the visual, arguing for the study 
of the photograph as a sensory ‘object with affect’ having also haptic, tactile and oral 
qualities.  
 
The above approach to camerawork resonates with ANT (Latour 1996, 2005) and the 
work of Alfred Gell (1998) and W. J. T. Mitchell (2005). They shift the question from 
photographs as symbols to photographs as agentic entities (in other words, they 
question what photographs can do). They demonstrate how photographs are put to 
work. Hence, in various contexts, photographs may acquire various meanings and 
thereby exhibit a changing relation to their claim of truth. The difference between an 
ID photograph used for a passport and as a ‘memoralizing object’ (Edwards 2012, p. 
225) for a family member is a good example. In the first case the indexical quality of 
the passport photo lies in the photograph’s (seemingly in-built) truth. In the second 
case it is put to work symbolically – it does not rely on any claim or belief that the 
photograph captures the objective truth of somebody’s appearance, rather it serves 
as a reminder of them as somebody loved.  
 
To sum up, Miles’s work has revealed a specific pathway in theories of photography 
that emerged and spread from Northern Europe, one that originates in the metaphor 
of writing with light. This pathway connotes a claim to truth on the part of the 
photographic camera and photographs, one that has been widely overlooked not only 
in studies on photography, but also in studies on tourist photography, as I will show 
below. Recent studies in anthropology contribute to Miles’s argument by showing that 
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this ontology does not hold in all cultural contexts. To quote British art historian 
Elizabeth Edwards (2012, p. 225): 
 
This work [in anthropology] has constituted an anthropological 
decentering of the normative assumption about the nature of 
photographs and has challenged and complicated the dominant 
categories of Western photographic analysis: realism, referent, trace, 
index, icon, and the power of presentation.  
 
We thus need to find new and different ways of perceiving photographic cameras, 
ways that go beyond the idea of the camera as a neutral machine of truth-telling or a 
device that is no more than an empty object waiting to be filled with light irrespective 
of ‘culture’. My suggestion is to apply Pinney’s concept of camerawork in order to 
advance studies on tourist photography. His analytic approach allows for an 
interrogation of the idea that photographic cameras or photographs have seemingly 
in-built qualities. It does so by analysing experimentation, transformations and 
disturbances in photographic practice, and thereby exposing and querying certain 
assumptions and interpretations. Before introducing this approach, I consider how 
understandings of photography as light-writing have permeated a specific way of 
theorising and conceptually framing tourist photography until today.  
 
Illuminating Tourist Photography 
In this section, I move to theories on tourist photography developed in European 
literature and persisting into the present. My aim here is to show that there is a 
tendency in the literature on tourism to co-construct photography as light-writing and 
hence as eyewitness photography. Hence, much of the work in this field, perhaps 
unwittingly, retains this ontology of photography by borrowing from theories that 
build on the metaphor of light-writing which itself builds on a specific European 
confluence of travel, truth and difference. Despite scholars having dropped their 
common prejudice towards tourists, I show that the entrenched metaphor of light-
writing has built on the notion of the camera as light-caputring medium and thereby 
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obscured the ways in which the camera is itself an agent in human-nonhuman 
relations. This critique forms the basis of my argument for using Pinney’s concept of 
camerawork. Camerawork allows me to move on, in this thesis and in future research, 
to analyse the shifting relationship between tourism and photography, freed from the 
deeply ingrained European conceptions I have outlined above.  
  
Tourism has been an object of academic inquiry since the 1970s in Europe and North 
America. As it is a highly multidisciplinary field, definitions of tourism vary, and 
attempts at achieving a universal definition seemed doomed to fail. As a working 
definition, it is, however, reasonable to define tourism as a voluntary stay (in another 
place) for the purpose of leisure. It is thereby distinct from other forms of travel such 
as migration. The study of tourist photography also originated in the 1970s and has, 
within the last fifteen years, gained popularity in studies of visuality and visual cultures. 
In these fields, the representation of photography has long been viewed as a 
seemingly straightforward, uniform practice of a homogeneous group of amateurs 
(the tourists). Recently, a few scholars have begun to emphasise fluidity, reflexivity 
and spontaneity in tourist photographic practices (see Larsen 2004, 2005, 2008; 
Scarles 2009, 2013; Yeh 2008). However, the photographic camera nonetheless 
predominantly appears as a seemingly neutral medium waiting to be filled with 
touristic visual discourse: moments, memories and sites. Furthermore, although it is 
recognised that photography and tourism intersect, the transformation of this relation 
across cultures has not been interrogated enough. In other words, tourist 
photography seems no more than a practice of compressing time and space in one 
image. Click!  
 
In order to critically review and reflect on the way tourist photography has been 
framed within tourism studies, I explore three phases of its history. The first phase was 
concerned with tourism as a phenomenon of modernity wherein tourists appear as 
amateurs in search of authenticity in other places and simply replicating photographic 
images taken by professionals. John Urry’s book The Tourist Gaze marks the second 
phase. This is probably the most apparent theorisation of the confluence of travel, 
truth and difference. In framing sight as a learned ability, Urry explains that the tourist 
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gaze is a way of organising and structuring a sense of the world. The camera is, in 
Urry’s approach, an organ of sight, equipped for the visual consumption of places, 
people and events. The third phase is marked by the ‘performative turn’ in which 
tourists are understood as embodied, sensual and active entities. In this phase, 
photography becomes a hybrid, embodied practice of performing family (Larsen 2004, 
2005) and friendship (Yeh 2009).  
 
Modernity and the Search for Authenticity 
In The Tourist (1976), Dean MacCannell lays the groundwork for a social and cultural 
analysis of tourism. According to MacCannell, the tourist is in search of an authentic 
life, a life that they are deprived of due to the incoherence and instability of ‘the 
modern life’. In this argument, the tourist  is a person who seeks a genuine experience 
that is seen to be found elsewhere, particularly among pre-modern societies.  This 
concept of authenticity has been widely explored, for example, by Cohen (2007), 
Reisinger and Steiner (2006), and Wang (1999). Drawing from Erving Goffman’s The 
Presentation of Self in Everyday Life (1959), MacCannell (1973) approaches tourism as 
‘frontstage’ and ‘backstage’. Tourists are the audience and this audience has access to 
the frontstage, such as hotel lobbies, whereas hosts also access the backstage, such 
as hotel kitchens. The key to understanding MacCannell’s distinction is that tourists 
seek backstage experiences in their search for ‘the authentic life’ they have lost to 
modernity. Authenticity thus becomes a product that can be maketed. What is 
normally shown to tourists, however, is often not the real backstage but a staged 
authenticity (MacCannell 1973). In the 1960s and ’70s, around the same time that 
MacCannell was writing, an anthropology of tourism was emerging. Here, tourism was 
framed as phases and trajectories in social and cultural life: as a form of modern 
pilgrimage in an annual cycle from the profane life to the sacred holiday (Graburn 
1983, 1989), as a rite of passage in three stages of personal transformation (Turner 
1969), and as a process of acculturation and of commodification of culture (Nunez 
1963).1 MacCannell’s effort and the efforts of anthropologists have framed tourism in 
terms of differences between home and away and between the modern and the 
authentic life.  
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As part of these early attempts to intellectualise tourism, studies of tourist 
photography primarily explored questions of the representation of ‘the other’ by 
drawing from the theories of photography I outlined above. In Richard Chalfen’s (1979, 
1980) typology of tourists, the quest for difference is the defining characteristic of 
tourist photography. He states that ‘a “tourist” is characterized as one who ventures 
away from home, alone or in a group, to see or do something that is unusual relative 
to the daily round of life’ (1979, p. 437). He goes on to frame tourist photography 
according to two categories: photography by tourists and photography for tourists. 
Both types of photography are situated in the realm of the ‘unusual’. Albers and James 
(1983, 1988) interrogate representations of ‘the exotic other’ in postcards and 
photographs of Native Americans. Their research shows how the camera is used in the 
quest for the ‘other’ by tourists. It is, however, not recognised that these tourists, as 
amateur photographers, are doing more than simply replicating the standard practices 
of photography. They can also be considered to be amateurs of the scientific gaze, the 
anthropological gaze, and the imperialist gaze with its roots in the colonial travel 
photography of the mid-nineteenth century. 
 
Urry and Larsen and the Tourist Gaze 
Sociologist John Urry’s The Tourist Gaze (1990) brought a major shift to tourism 
studies. With his first edition, Urry revolutionized the way of thinking about and 
understanding tourism. Since then, and over the course of the last decade, Urry has 
revisited this edition (2002) and later refined it in collaboration with Jonas Larsen (Urry 
& Larsen 2011). Varieties of the tourist gaze have been identified in this work: the 
‘romantic’ and the ‘collective’ gaze by Urry himself; the ‘mutual gaze’ by Maoz (2006); 
the ‘family gaze’ by Haldrup and Larsen (2003) and the ‘reverse gaze’ by Gillespie 
(2006). The introduction of this approach to the field of tourism studies was, however, 
due to Urry himself. I elaborate here on the tourist gaze, building on Urry’s latest 
publication with Larsen (Urry & Larsen 2011).       
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By drawing on French philosopher Michel Foucault’s concept of the ‘medical gaze’ 
(1976), Urry and Larsen argue for tourism to be understood primarily as a visual 
practice. As Figure 2.1 indicates, photography is given a central place in this 
theorisation. ‘Gazing’ means, following Foucault, that vision is a learned ability and a 
sense separate from other senses that construct and organise social structure. It is a 
social and cultural, rather than ‘natural’ practice. By proposing that tourism is a form 
of gazing, Urry and Larsen suggest that this specific ability of seeing shapes the world 
and is shaped by it. Tourism is a specific way of seeing, separated from other senses, 
that organises and structures the world:  
 
What the medic gaze saw, and made visible, was not a simple pre-existing 
reality simply waiting ‘out there’ according to Foucault. Instead it was an 
epistemic field, constructed linguistically as much as visually. Seeing is 
what the human eye does. Gazing refers to the ‘discursive 
determinations’, of socially constructed seeing or ‘scopic regimes’ … 
Gazing at particular sights is conditioned by personal experiences and 
memories and framed by rules and styles, as well as by circulating images 
and texts of this and other places. Such ‘frames’ are critical resources, 
Figure 2.1  
Tourists gazing with the 
camera as an extension of the 
eye. The cover of Urry and 
Larsen’s The Tourist Gaze 3.0 
(2011). 
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techniques, cultural lenses that potentially enable tourists to see the 
physical forms and material spaces before their eyes as ‘interesting, good 
or beautiful’. They are not the property of mere sight. And without these 
lenses the beautiful order found in nature or the built world would be very 
different. These different ways of seeing have many consequences for 
physical and built worlds. (Urry & Larsen 2011, pp. 1–2) 
 
In this way, the tourist gaze is an internalised skill that allows us to gaze upon ‘the 
different’ and the ‘out of the ordinary’ as compared with ‘everyday life’ (Urry & Larsen 
2011, p. 1).2 In contrast to MacCannell, Urry and Larsen are concerned less with the 
modern tourist subject’s search for authenticity than the practice of looking, which, 
they argue, is the sense that grounds the tourist experience. For them, the tourist gaze 
that affixes to places, people and events is a learned ability that is shaped, organised 
and structured around this dominant sense of seeing. They explain the intrinsic 
relationship between photography and tourism historically as coinciding 
developments:  
 
We can date the birth of the tourist gaze in the west to around 1840. This 
is the moment when the ‘tourist gaze’, that peculiar combining of the 
means of collective travel, the desire for travel and the techniques of 
photographic reproduction, becomes a core component of western 
modernity. (Urry & Larsen 2011, p. 14) 
 
They go on to link photography to the gaze as an ‘extension’ of the eye (Urry & Larsen 
2011, p. 155); but they do not restrict the gaze to tourists. Photography by 
professionals plays a crucial role in organising tourists’ visual sense of the world. Urry 
and Larsen (2011, p. 173) describe the commercial photographs in the industry of 
destination marketing as ‘desire-producing power-knowledge machines’. Commercial 
photographs interlink idealism and realism by creating idealised spaces in and via the 
photograph. These are photographs that aim to entice their audiences to the  
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destination pictured, rather than, as with the nineteenth-century armchair 
anthropologist, to provide a visual representation of a place or people that the viewer 
may never see first-hand.  
 
Although commercial tourist-industry photographs are crafted objects (as are those 
taken by tourists themselves), they are nonetheless presented and read as indexical, 
where objects are fixed in place by the camera: 
 
Commercial tourist photographs arouse desires by ‘staging’ geographies 
that thrill and seduce the eye. They create duplicate places aesthetically 
more compelling than those seen through mere human vision. They 
overpower human vision by being more theatrical, better lit, sharper and 
more highly coloured than seeing itself. Photographs do not only make 
places visible, performable, and memorable, places are also sculptured 
materially as simulations of idealised photographs as ‘postcard places’. 
(Urry & Larsen 2011, p. 174) 
 
Urry and Larsen do not provide any visual example for this statement, but they suggest 
the ‘empty’ beach as one of these theatrically enhanced places appearing in images in 
travel brochures or tour guides. Photography is the medium that enables the tourism 
industry to save, capture, keep, freeze and conserve those places created for visual 
consumption. Urry and Larsen (2011, p. 169) state: 
 
Photographs are thus the outcome of an active signifying practice in which 
photographers select, structure and shape what is going to be taken and 
how. In particular, there is the attempt to construct idealised images 
which beautify the object being photographed. 
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In terms of Urry and Larsen’s tourist gaze, vision is the primary sense in tourism and 
the means of its capitalisation and commodification, with photography as the central  
medium in effecting this. It is, however, represented as a one-way street, in the sense 
that tourists simply follow a set way of seeing and photographing, rather than seeing 
tourists as agentic actors. 
 
Let’s recall at this point Pinney’s autoptic way of travelling, the urge to see ‘with one’s 
own eyes’ in travel, as outlined in the introduction. The attribution of the camera’s 
ability to ‘document’ and ‘record’ can be traced back to the inclination of colonial 
administrators, explorers and scientists to want to prove that they have been there 
and seen particular aspects of the world with their own eyes. This is photography as 
the practice of documenting ‘having been there’. Urry and Larsen’s tourist gaze may 
be understood as a theoretical elaboration of what Pinney calls the autoptic way of 
travelling (see Chapter 1).  
 
Urry and Larsen understand photography as a powerful extension of the eye, an ‘eye’ 
equipped with the ability to capture what one sees, and as fuel in the machinery of 
visual consumption in late capitalism that endlessly reprints it. In his critique written 
in 2004, however, Larsen points out that the tendency in tourism studies to cast 
tourists as mindlessly documenting, in person, images they have already encountered 
in brochures can obscure the ways in which tourists actively construct their 
photographs. He states that the theoretical paradigm, in which tourists replicate and 
collect images of places in lieu of experiencing them, produces ‘lifeless tourists’, 
‘boring photographs’, ‘eventless events’ and ‘dead geographies’ (Larsen 2004, p. 6). In 
this view, tourists are ‘passive, superficial, and disembodied subjects’ (Larsen 2005, p. 
417). Larsen calls on us to recognise the ‘nature’ of tourist photography as complex 
and ‘theatrical’, involving corporeal, expressive actors; scripts and choreographies; 
and staged and enacted ‘imaginative geographies’ (Larsen 2005, p. 417). In other 
words, to think of tourist photography as a performance.  
 
Before turning to this approach of tourism as performance, it has to be noted that in 
the context of India, ‘the tourist gaze’ is a concept that must be applied with caution. 
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This is because there is more than one way of looking: there are multiple, plural gazes, 
made possible by diverse epistemologies and ontologies. Eck (1998 [1981]) 
introduces, for example, a Hindu mode of seeing called darshan. She describes it as 
reciprocal visuality: seeing the deity and at the same time as being seen by the deity. 
It also means a form of visuality that is embodied and connects with a deity beyond 
eye-sight. Pinney (2004, p. 194) introduces the term ‘corpothetic’ to acknowledge a 
form of seeing immanent to the body that is distinct from aesthetics, which is 
disembodied and separates the viewer and the viewed. Together with Bhatti, Pinney 
(2011) argues for different ‘modes of visuality in contemporary India’ (2011, p. 237). 
Zara (2015) is the first theorist to point out that ‘the tourist gaze’, as it has been 
conceptualised so far, is Western-centric concept. She argues for multiple gazes in her 
study of local pilgrims and Western tourists in Varanasi, India, and includes a 
discussion of what she calls the ‘spiritual gaze’. During my fieldwork, I have not further 
inquired into the possibility of modes of visuality and their relation to photography in 
Hindu worship, because in the context that I worked in Goa, participants were not 
religious pilgrims. However, it is possible that there is a relationsip between different 
modes of visuality in photographic practice and elements of Hindu worship which 
could be addressed in further research.    
 
Tourism as Performance 
The understanding of tourism as a multisensuous and embodied experience that is 
enacted is influenced by the ‘performative turn’ in tourism studies (Baerenholdt et al. 
2004; Edensor 1998; Haldrup and Larsen 2010; Veijola and Jokinen 1994, Veijola and 
Valtonen 2007). This line of thinking integrates approaches based on the concepts of  
‘performativity’ (Butler 1990a, 1990b, 1993) and ‘performance’ (Goffman 1959) from 
sociology, anthropology, feminist theory and theatre studies. 3  An influential text 
within tourist studies that stands out, in this regard, is Tourists at the Taj (1998) by 
cultural geographer Tim Edensor. Edensor argues for a processual understanding of 
tourism; of tourism as something that is done. It is a practice of – in the case of the Taj 
– walking, gazing, photographing and remembering, as the interlinking ‘form of 
performance’ (Edensor 1998, p. 69). Edensor’s idea of tourism as a fluid process and 
bodily practice aligns with other threads in cultural geography. Nigel Thrift’s (1996, 
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2007) ‘nonrepresentational theory’ points out that bodily practices in ordinary life, 
such as swimming, running or dance, hold meaning and understanding that is 
unspoken. Hence, he advocates moving away from studying representations 
(especially texts and images) and discourse to analyse multisensual, habitual practices.  
 
 
 
  
 
  
 
 
 
 
 
 
 
 
 
 
 
Larsen, as the most prolific scholar on tourist photography as performance, sees 
photography – or, to be more precise, photographing – as a social and cultural 
construction of place through tourism, as depicted in Figure 2.2. Urry and Larsen 
(2011) broaden the perspective of the tourist gaze, integrating Larsen’s critique (of 
Urry’s earlier work) that it involves more than seeing: that it is also a bodily, 
multisensuous practice. Tourism thus is a form of performing places. Scholarship has 
moved towards decentering the visual sense and debanalising the amateur practice of 
tourist photography by recognising photographing as an active and lively 
performance, including the performance of social ties staging family (Larsen 2004, 
2005, 2008; Larsen & Haldrup 2003) and friends (Yeh 2009). It is a performance in 
which tourists demonstrate often ethical considerations and reflexivity when 
Figure 2.2 Tourists actively creating 
photographic images. The cover of Larsen’s 
PhD thesis, Performing Tourist Photography 
(2004).  
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photographing ‘others’ (Scarles 2013) and in which photographing is understood as 
embodied and mediated (Crouch 2000; Crouch & Desforges 2003; Crouch & Lübbren 
2003; Robinson & Picard 2009; Urry & Crawshaw 1997).  
 
Multi-sensuous research in tourism has seen contributions made on the one hand by 
critical reflection on the ocular-centric aspect of the touristic experience and on the 
other hand by approaches to tourism as an embodied act (see Jensen, Scarles and 
Cohen 2015). Based on Merleau-Ponty's phenomenology, the body gains a holistic 
status via tactile, olfactory, thermal-receptive, auditory, proprioceptive senses (see 
also Veijola and Jokinen 1994; Veijola and Valtonen 2007; Rakic and Cambers 2012). 
From this multi-sensual perspective, photographic practice is encountered and framed 
as more than a visual experience. It is a practice that mediates the experience of being 
in the world and, in case of tourism, the focus is on the experience of being in space 
and place. This embodied experience of tourism is itself connected to a whole set of 
multi-sensual practices associated with soundscapes, thermalscapes and timescapes 
(e.g. constructions of time in a touristic site as ‘slow pace’ or ‘good old times’). One’s 
experience of self and other unfold through the practice of photography. As a tourist, 
one also experiences local others through the acts of driving, walking and dancing 
together, sharing and exchanging items such as the camera, but also by  exchanging 
money, glances, clothes and food (see Chapter 5 and 6).    
 
At this point, I have to pre-empt findings from my own fieldwork, something  that will 
come up again in the ethnographic chapters, especially in Chapter 4. This is that the 
camera, for many visitors in Goa, is a medium for performing. ‘Performance’ is not 
metaphorical in this context, as it is in Edensor’s work, where ‘tourists can be 
considered to enact a range of performances on distinct stages’ (Edensor 2000, p. 
322). The visitors in Goa whom I studied were deliberately and self-consciously 
perfoming in front of the camera and they understood the camera as enabling them 
to do this. The difference is similar to where an actor might say that what she does is 
performing, not like performing.  
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Cohen and Cohen (2012, p. 2180) summarise the shifts in studies of tourism since the 
1970s as follows:  
 
Most significant … is, first, a shift from a synchronic to a diachronic 
perspective, involving a change of emphasis from permanence to flux, 
from being to doing, from structure to agency, from sedimented social 
patterns to the process of their emergence, and from a focus on the more 
stable fixtures of social life to the mobilities linking them; and second, a 
post-modern tendency to stress the de-differentiation between social 
domains, the break-down of conventional binary concepts, the 
interpenetration between formerly opposite categories, and the blurring 
of the border between reality and virtuality. 
 
In scholarship, tourism has shifted to become a fluid, multiple and complex domain. 
Photography, or tourist photography and photographs, in this context, has come to be 
understood as an embodied, active and affective practice. However, there still exists 
an enduring discourse on photography, established and institutionalised over the past 
170 years, that presents and understands photography and photographs in broadly  
colonial terms: in the imperialist mode of ‘capture’; in the economic model of 
‘production, distribution, and consumption’; and in the scientific language of ‘light-
writing’.  
 
The argument I put forward is that the metaphor of light-writing and the confluence 
of travel, truth and difference, together with discourses of photography originating in 
Northern Europe, have obscured several issues. First, it remains unnoticed that these 
photographing tourists have various levels of knowledge and skills of photography, 
ranging from absolute beginner status to semi-professional. It also goes unnoticed 
that there is variation in their approaches to photography as a practice of 
experimenting and learning-by-doing. Felicity Picken (2014) questions the way tourists 
and their photographic practice is represented in academic studies. She explains that 
tourists are largely misrepresented by theorists as ‘cultural dupes’ thoughtlessly 
replicating images found in tourism-industry advertising, and points out the fact that 
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many tourists simply enjoy their practice and may not know (unlike professional 
photographers producing slick advertisements) what they are doing with their camera. 
Hers is a call for more qualitative and ethnographic research on tourist photography.  
 
Second, there is the problem of the entangled histories of  tourism and photography. 
The history of tourist photography has been told in two ways, as either the 
transformation of photography or the transformation of tourism, rather than the 
transformation of their emerging relations and associations. This relationship has 
simply been labelled as ‘close’. We need an approach to tourist photography that 
takes global entanglement, experimentation and transformation into consideration. 
We need an approach that deepens the work of scholars such as Elvi Whittaker (2009) 
who interrogates the relation between photography and tourism from the 1880s to 
the 1920s. Her research shows that tourist photography created visual stereotypes 
that were used to confirm early white, European scientific theories of race at a time 
of intense interest in human evolution. She writes about how photographs served as  
visual credence for beliefs about human differences, and as a ‘legacy of race and 
racism’ (2009, p. 117). Her example shows that cameras and photographs were 
created and deployed in constructions of difference.  
 
Third, although perspectives on tourist photography have shifted with the theorisation 
of tourism, our understanding of tourist photography proceeds from an understanding 
that there is first tourism, consisting of a form of visual discourse, and then 
photography as a technology within this specific discourse. Photography in the term 
‘tourist photography’ presupposes an already existing coherent, established, uniform, 
amateur practice of photography which then simply moves into the tourism context.  
 
Camerawork: Experimentation, Transformation, Disturbance  
The nineteenth century was an era of colonial expansion and a period of 
unprecedented global travel to foreign continents from the British metropole. 
Photography emerged at the intersection of the arts and sciences in this period, 
particularly with regard to its anthropological uses in data collection and 
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documentation of foreign people and places. Photography was thus imbued with the 
ideology of indexicality and indexicality has informed the ideology of travel as an 
‘autoptic’ practice of ‘being there’ (Pinney 2014, p. 452). It was understood that the 
camera’s ability to document and record served as proof that colonial travellers had 
‘been there’ and this gave their observations authority. This understanding has 
permeated and dominated thinking and understanding of tourist photography until 
today, as outlined above. Urry’s theoretical framing of tourism as a ‘gaze’ can be seen 
as the climax of theorising this ‘being there’ practice.  
 
My research seeks to illuminate tourist photography as a global medium and thereby 
position the European-specific context and discourses of photography and tourist 
photography as one context and one set of discourses among multiple others. My aim 
is the destabilisation and further unpacking of photography and the relationship 
between photography and tourism. To achieve this, I draw from Pinney’s concept of 
camerawork as technical practice. This approach shifts the registers of analysis from 
photography as image, object, act or practice to what photography does: experiment, 
transform and disturb. Before discussing how I apply Pinney’s approach in the context 
of tourist photography, I introduce his notion of ‘camerawork’.  
 
The concept of camerawork, as technical practice, invites us to look beyond the 
supposedly in-built capacity of the camera to capture truth and difference in the 
content of tourism. Camerawork, the term coined by Pinney (2010), is concerned with 
disentangling photography from a dualism which positions the camera as either 
technological or cultural. To do so, Pinney created analytical categories for what 
cameras and photographs do, seeking to reveal a certain media logic or photographic 
logic in this ‘doing’. He shifted the analysis from photography or photographs to the 
study of experimentation, transformation and disturbance. Photography is 
experimental for Pinney in the sense that it does not have an ordered history, but 
rather has had a chaotic and uncertain evolution without a directed outcome. 
Transformation refers to the constant state of change in which this experimental 
network of human and non-human actants emerges. This transformation may cause a 
‘disturbance’ of given (power) relations in the network. The notion of disturbance 
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refers to a disorder or disruption of a given (normative) order. Pinney draws from ANT 
in order to ask what photography – as a practice connecting people and technologies 
– does.  
 
ANT was developed in the 1980s by a group of sociologists, namely Michael Callon, 
Bruno Latour, Peter Lodge and John Law.4 A series of publications grew over the 
following decades (Callon 1986, 1991; Latour 1987, 1990, 1996,2005; Law 1986; Law 
& Hassard 1999; Law & Lodge 1984). I focus on Bruno Latour’s work, because Pinney’s 
camerawork builds on Latour’s take on ANT. Latour developed ANT in the course of 
extensive anthropological and sociological fieldwork in laboratories. He recognised 
that there was a divide in thinking about technology and society as separate realms. 
In order to overcome this split, Latour suggested a new social science approach to 
knowledge production in science and technology. This approach attempts to reconcile 
‘the social’ and ‘the technological’, seeing these realms as intertwined and interacting 
in networks of humans, technologies, cultures and natures. ANT thereby starts 
without the ‘social’ as a separate entity; rather, it ‘traces associations’ and ‘types of 
connections’ (Latour 2005, p. 5) in order to illuminate the social. Latour summarises 
his approach as follows: 
 
So what is on its agenda? The attribution of human, unhuman, nonhuman, 
inhuman, characteristics; the distribution of properties among these 
entities; the connections established between them; the circulation 
entailed by these attributions, distributions and connections; the 
transformation of those attributions, distributions and connections, of the 
many elements that circulate and of the few ways through which they are 
sent. (Latour 1998, p. 7, underlining in original) 
 
Latour’s understanding of networks as effects, rather than given entities, derives from 
a line of thinking in French philosophy that seeks to overcome essences and allows 
multiple, non-hierarchical approaches to the representation and interpretation of 
data. Latour looks at networks as ‘filaments’, drawing from Deleuze’s and Guattari’s 
concept of the ‘rhizome’ (2015 [1980]). According to Latour (1996, p. 370), this means 
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that ‘one is asked to think in terms of nodes that have as many dimensions as they 
have connections’. He calls humans and non-humans ‘actants’ and shifts the analysis 
to attribution, distribution, connections, circulations, and transformations, as in the 
quote above. The task of the researcher is, according to Latour, to create a topology 
of networks.    
 
How then may ANT be applied to studies of photography? Latour (1990) himself used 
photography as an example for ANT. He uses the term ‘socio-technical path’ (Latour 
1990, p. 111) to rewrite the history of photography which had until then been 
represented as either technological (a mechanism) or social (human relationships). 
Latour suggests the need to document the path of innovation in photography’s history 
and the new human and non-human actants that arise on the path. His example traces 
the path that saw the emergence of a series of photographic ‘objects’. These include, 
the entry of wet collodion in a professional-amateur market that was based on dry 
collodion plates (1850) and the arrival of Kodak cameras (1899) sparking an amateur 
mass market, the latter including the pathway of various inventions, such as the non-
patented roll film (1870) and the name Kodak (1887), demonstrating how mass 
photography emerged from the interrelationship of technology and societal 
conditions. This approach allows for the analysis of emerging relations and 
connections between ‘human’ and ‘non-human’ actants by recording relations and 
connections that produce ‘the photographic’, which, according to Latour, cannot be 
pinned down to a single event.  
 
Another famous example, the ‘gunman’, shows that neither the gun nor the man kills, 
but the combination of the gun and man, as a hybrid, does. Pinney takes up Latour’s 
example of the gun:  
 
Entangled practice is one way of understanding Latour’s argument about 
the relationship between guns and gunmen which can be seen to bear a 
starkly analogous relationship to camera and cameraman. The two 
propositions ‘guns kill people’ and ‘guns don’t kill people: people kill 
people’ exemplify (in Latour’s admittedly simplistic opposition) the useless 
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choice between technology as ‘autonomous destiny’ and its obverse, 
‘neutral tool’. In the first account the gun acts ‘by virtue of material 
components irreducible to the social qualities of the gunman’, in the other 
the gun is a ‘neutral carrier of human will’. The alternative, which folds 
human and non-human ‘into each other’, involves a translation between 
the essences of subjects and objects towards the ‘hybrid actor comprising 
… the gun and gunman’: a collective actant. (Latour, cited in Pinney 2010, 
p. 148) 
 
Pinney goes on to posit photography as an example of Latour’s (1999, p. 192) ‘object-
institution’ and he suggests the concept of ‘camerawork’ as useful here (Pinney 2010, 
p. 148). His suggestion breaks with the conception of photography as a static, 
preformed, straightforward entity. This break is based on the fact that ‘[t]he camera 
and its subject remain undecided’ (2010, p. 148). Another way of saying ‘undecided’ 
is to say that 
 
[p]hotography is not something that magically drops into society pre-
formed as a determinate ‘technology’. It is, from the start (and remains 
until this day) blurred and uncertain. Photography’s potential is to be 
explored experimentally through engagement with equally blurred and 
uncertain subjects, and a blurred and uncertain history and temporality 
that reconstitutes all of these terms. (Pinney 2010, p. 149) 
 
Camerawork as technical practice is thus constantly changing and transforming, fluid 
and full of opportunities.   
 
Instead of photography as technology, I will explore here camerawork as 
technical practice, and in so doing move from pre-determination to 
fluidity, from fixity to process, from the knowable-in-advance to the partly-
knowable-through practice. A key part of this argument asserts the need 
not just for a history of invention (the default historicism of technologism) 
but a nuanced historicity of process and practice. (Pinney 2010, p. 150, 
emphasis in original) 
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The relevance of camerawork as technical practice for my research in Goa lies in the 
insight that the history of ‘photography’ is a story of experimentation and 
transformation (of photographic practices) across time, and so the anthropology of 
photography is one that must take into account the social uses of the camera across 
space. It allows for integrating, in the analysis, experimentation with the photographic 
camera, as occurred among the groups of young men with their Timepass 
photography. It also allows for transformation as in the case of the profession of the 
commercial photographers which is being transformed due to the digitalization and 
the related democratization of photography. And it allows for disturbance as in this 
case of the practice of ‘taking photographs with foreigners’ in Goa.  
 
In stressing the constant state of change that characterises photography, as detailed 
in the history outlined above, Pinney’s concept of camerawork illuminates a complex 
realm, emerging through photographic cameras, that goes beyond photography as 
image, object, practice and is unable to be labelled as either technical or cultural. In 
Pinney’s (2010, p. 167) words: 
 
Neither ‘culture’ nor ‘technology’ but instead the hybrid zone of technical 
practice, the experimental, and materially embedded space of the 
‘collective actant’ of the camera and the operator, where the human and 
non-human are folded into one another, and where devising and revising 
are forever in process. 
 
Pinney is interested in what photography does. He is interested in the fact that it is 
disturbing or disrupting networks such as ‘culture’, or in the case of my study, 
‘tourism’. As in the quote heading this chapter, Pinney (2010, p. 148) argues for ‘a new 
kind of ratio’ that addresses photography’s changing nature. Transformation refers to 
the fact that photography is more than its (material) parts and forms a network of 
actants in a constant state of change. The transformations may cause disturbances in 
a network leading to new attributions, distributions, connections and circulations (see 
examples below). In seeing camerawork as an experimental zone, as a 
transformational force, Pinney (2010, p. 149) raises the question: ‘Did it [the 
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photographic camera] create new opportunities, prophesy new social formations, and 
focus anxieties about the new visibility of formerly secluded spaces and events?’ 
Pinney’s analytical strategy moves the focus onto the work done by photographic 
cameras, while keeping in mind the need not to humanise them. Pinney gives us 
examples, which I describe below, that help us understand camerawork as technical 
practice. 
 
A camera is unable to negate, or act according to, social and cultural norms. A 
photographic camera stoically takes whatever is in front of it without differentiating 
(Pinney 2010). Pinney illustrates this point with an image by the photographer Ahmad 
Ali Khan who worked for Wajid Ali Shah’s court in the mid-eighteenth century in 
Lucknow, India. Khan created two albums, dating from 1856–1857, which show 
Lucknow residents. The image chosen by Pinney shows a merchant, the caption in the 
Lucknow Album reading: ‘Mr Rees in a Native costume’. Pinney’s point is that the 
camera is not able to judge what kind of clothes a body wears; language allows the 
label ‘native’, not the camera. It is therefore the caption’s task, the job of language, to  
inform the beholder of the photograph. Pinney’s own caption for the photograph 
reads: ‘A body in Indian clothes: the camera records, the caption normalizes’ (2010, p. 
152).  
 
Pinney demonstrates how camerawork functions as prophecy, as ‘agent rather than 
passive recorder’ (Pinney 2010, p. 154). Photographers and their cameras – such as 
Ahmad Ali Khan and his camera – were allowed into the secluded spaces of the court, 
photographing usually veiled women in unveiled situations. These photographs 
circulated outside the court, allowing visibility of the court, an entity that usually 
remained veiled. ‘These moves from the concealed to the un-concealed … from 
seclusion to the public, all transect with a powerful narrative about the transition to 
the modern’ (Pinney 2010, p. 154).  
 
Another of Pinney’s examples of camerawork centres on an album of photographs by 
photographer Abbas Ali that was commissioned by the British colonial administration 
and published in 1880 by the Northwestern Provinces and Oudh Government Press. 
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This album includes more than 300 prints. All are in the carte de visite size, that is, 54 
x 89 mm. Each print shows Rajahs and Taaluqdars of Oudh, landholders responsible 
for collecting tax in a district. In this instance, photography was used to ‘flatter its 
subjects’ (Pinney 2010, p. 154), bringing together those landlords who were loyal 
during the insurrection of 1857 and those who were given land as reward for loyalty. 
The colonial administration, then, sought to mitigate pre-existing class hierarchies by 
producing the appearance of equality by means of an album whose purpose was to 
honour loyalists. The crucial point is that to flatter the subjects, each landholder was 
portrayed in the same size print regardless of the size of their land holding. In effect, 
the photographic album normalised these new relations. Here, as Pinney makes us 
aware, the album becomes a ‘normalizing space’ or an ‘aesthetics of the same’ (2010, 
p. 154). In a related example, Pinney (2010) refers to an album compiled by John 
Tressider 1857–1863 of Agra and Cawnpore. In this album, the richest man and the 
poorest man in India are presented next to each other. This juxtaposition shows the 
album as offering a shared space, a space that is not shared elsewhere in Indian 
society, and thereby creates an equivalence that might be interpreted as threat (by 
the richest man) or as prophecy (by the poorest man) (Pinney 2010, p. 158). The 
prophesied, in this sense, is a time of great social and economic equity in India. I will 
show in the ethnographic chapters that follow how the ‘aesthetics of the same’ 
continues on the digital screen of mobile phone cameras today.  
 
Camerawork frames photography as a technical practice that is in a continuous state 
of change and that has the ability to disturb as well as represent. In the above cases it 
has acted to disturb the existing social order. Pinney’s approach reveals combinations 
and transformations that otherwise stay obscure. It shows that photography (as 
camerawork) is a force in its own right. This approach has potential that is yet to be 
fully explored. How, for instance, can camerawork as technical practice contribute to 
the study of tourist photography? I propose some ways to explore this in the following, 
and last, section of this chapter.  
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Tourist Photography as Camerawork  
As established earlier, camerawork as technical practice is an approach that has been 
developed by Pinney to overcome a dualistic conception of photography as either 
technology or culture. Learning from Pinney, one can say that photography is 
experimental; it is a constant process of the becoming of relations and associations. 
Further, these transformations may create disturbances in the cultural domain. I 
introduced ANT in the previous section and discussed how Pinney has applied it to 
studies on photography. I now turn to review how ANT has been applied in tourism 
studies in order to then bring it together with camerawork. This section, in other 
words, brings together strands in tourism studies with strands in studies on 
photography and explores what tourist camerawork may have to offer.        
 
ANT has been applied recently to tourism studies and its full potential is yet to be 
explored. So far, the ANT approach sees ‘tourism’ as constituted of assemblages in a 
constant state of change, assemblages that comprise material and non-human entities 
having agency. It is an approach that is deeply grounded in fieldwork (Beard, Scarles 
& Tribe 2015; Jóhannesson, Ren, & Van der Duim 2015; Van der Duim, Ren & 
Jóhannesson 2013). Van der Duim et al. (2013) see the strength of ANT as lying in its 
navigation of the increasing multiplicity and complexity of contemporary tourism, and 
additionally, in its potential to lead a major shift in questioning the ontological 
conditions of tourism. Larsen, whom I introduced earlier, draws upon ANT and non-
representational geography to find pathways in researching and revealing global flows 
and circulations of tourists and their photographs (Larsen 2008). His contribution had 
been to rethink tourist photography by means of the hybrid, the embodied ‘camera-
tourist’. Larsen points out that in a Latourian sense, photography is always hybrid, 
always ‘both’ material and social, objective and subjective, human and non-human. In 
his discussion, Larsen (2004, p. 145) explains the hybrid camera-tourist in the following 
terms, which is centred on Latour’s example of the gun: 
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One way to illustrate what it means to speak of photography as a hybrid is 
through Latour’s hybrid of the ‘citizen-gun’ (Michael, 2000, p. 26). For 
Latour, it is neither the person nor the gun that kills, but the ‘citizen-gun’, 
the hybrid. Similarly, neither photography technologies (cameras, mobile 
phones, computers, printers and so on) nor the photographer makes 
pictures: it is the hybrid of what we might term the ‘networked-camera-
tourist’. Photographs are ‘man-made’ and ‘machine-made’. 
 
Integrating ANT into his approach, Larsen continues his project of representing 
tourists and their photographic practice as active and deliberate (Larsen 2014).  
 
This contrasts with the continuing quite common representation of tourists as simply 
replicating images of places they have seen in magazines, guidebooks and other 
marketing material. Larsen’s approach integrates non-human (material) elements, 
such as cameras, computers and photographs as agents equal to the photographer. 
Photography is a ‘hybrid, embodied performance’ for Larsen (2004, p. 144), whose 
contribution is to invite us to rethink photography beyond representation and to 
reveal the geographically dispersed connections and relations of tourist photography. 
However, while he paves the way to a new way of thinking, he does not move to 
question the accepted ontological position of photography.  
 
Camerawork applied to the context of tourism allows us to approach the relationship 
between photography and tourism as a network of relations and associations between 
cameras, tourists, sites, websites, computers, professionals, means of transport, travel 
magazines and much more. By shifting the analysis from the human and non-human 
network to the question of what this network does it goes further than Larsen’s way 
of applying ANT. By analysing experimentation, transformation and disturbance in 
human and non-human networks, with neither photography nor tourism as a stable 
entity, camerawork in Goa may reveal new relations through time and space.  
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The Dawn of Digital Photography 
Digital cameras have largely replaced analogue cameras. Occurring over the last two 
decades, this process has meant more than the replacement of a device. It has been 
a process of redefining of how images are created, exchanged, stored and valued. A 
whole network of hardware and software has merged with online technologies 
helping to make photography a new kind of everyday practice in the twenty first 
century. The merging of the camera with the mobile phone has been crucial to the 
emergence of the phenomenon of 'social media' which, in turn, has come to play a 
central role in tourism.  
 
Social media relies heavily on user-generated content. Beside text, photographic 
images have become the key content and means of communication across those 
networks. The major innovations in fueling social media have come from new web 
platforms like WhatsApp, Twitter, facebook, as well as marketplaces like Quikr, Ebay 
and Gumtree, together with image-focused platforms like Flickr and Instagram and 
Pinterest. Emerging services like Snapchat include user-generated videos. This 
development of software and hardware into 'social media' has led to a normalisation 
and integration of photography in everyday life that has made the camera, photo 
editing and photographic images an integral part of social relations and the formation 
of identities. They have become central to social interaction (see also van Dijck 2008; 
van House et al. 2005; Larsen & Sandbye 2014). As discussed in Chapter 1 (see page 
12 and 13), this development has contributed to a democratization of photography in 
India. However, while recognizing the importance of these new photographic 
practices, 'old realities of new photography' (Larsen and Sandbye 2014, p. xxii) should 
not be neglected. This statement refers to being aware that there are elements like 
photo albums or the passport photographs that have a persistent present in ‘the new’.  
 
In this process of redefining photographic practices and their meaning, the camera as 
object keeps being re-invented. One of the latest developments comes from the US 
company Go-Pro, Inc which produces a range of waterproof cameras in the size of a 
pack of cigarettes. This type of camera offers audiovisual video-and photography. It 
may be mounted on sports equipment such as surfboards, skiis, mountainbikes, and 
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also on drones. Popular among outdoor enthusiasts, the ‘Go-Pro’ allows for new visual 
perspectives for tourists and travellers. For example, the radical ‘first-person’ 
perspective and ‘bird perspective’ gained a status that Vannini and Stewart call ‘The 
Go Pro Gaze’ (2016). It is a gaze of adventure that does not aim to ‘tame’ nature, via 
the tourist gaze, but to represent ‘wilderness’ (2016, p. 153). According to the authors, 
this gaze is a ‘revolution in the identity of producers and consumers of action content’ 
(2016, p. 153). It does not focus on stillness, but on movement and mobility. These 
examples demonstrates, once again, that transformation of a technical object like the 
camera has implications for social transformation. Because the reinvention of the 
camera is continuous, the implications call for continuous research.  
 
Conclusion 
This chapter develops my conceptual approach to the case study of tourist 
camerawork in Goa, grounded in an acknowledgment that photography is a global 
medium. I suggest moving analysis to a new basis which can conceive of camerawork 
as technical practice comprising processes of experimentation, transformation and 
disturbance. Two reasons for this are, firstly, that theories of photography are 
permeated by the notion of photography as writing with light, and the culturally 
specific connotation of light as truth (with photographic cameras having a seemingly 
in-built truth claim). Secondly, theories of tourism have tended to co-construct, rather 
than critically unravel, the relations between travel, truth and difference that underpin 
existing Eurocentric understandings of ‘tourist photography’. With the analytical 
registers of experimentation, transformation and disturbance at hand, and after 
discussing my methodology in the following chapter, I present in Chapter 4 an analysis 
of experimentation emerging among young Indian visitors in Goa via the digital camera 
screen, which allows the co-participation of several ‘directors’ of images. In Chapter 5 
I explore the democratisation of tourist photography in Goa and related disturbances, 
in which groups who have previously unable to take photographs are now enabled to 
do so. This is followed, in Chapter 6, with a study of  the transformation of the 
profession of commercial photography in Goa.  
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1 This discussion has questioned the impacts and effects of tourism on host communities and critiques 
tourism as a form of neocolonialism and neoimperialism (deKadt 1979; Lead 1988; Nash 1996; Smith 
1989; Turner & Ash 1975). 
2 Anthropological work in this line of thinking is mostly concerned with construction of ‘difference’ 
through the representation of host cultures by guest cultures and vice versa, as well as consequences 
of tourism for host, often labelled as ‘ethnic’ or ‘indigenous’, cultures (Burns 1999, Smith 1989, van den 
Berghe 1994). 
3 For an overview of the usage of ‘performativity’ in tourism studies see Harwood and El-Manstrly 
(2012). 
4  As Latour (1990) has pointed out, despite its title, Actor-Network Theory is not a theory, but a 
methodology. 
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Chapter 3  
Methods 
In this chapter, I discuss my approach to researching camerawork as technical practice. 
My approach, which is to immerse myself in this space through fieldwork, is best 
described by the term ‘thick participation’ (Spittler 2001, 2014), which I will elaborate 
on below.  
 
I envisage this chapter as taking the form of the reader and researcher re-walking a 
path together, the path that my research over the last four-and-a-half years has taken. 
The Greek word ‘method’ means ‘path’. In academia, this path includes all decisions, 
positions and analytical considerations taken by the researcher. It also includes, as 
Behrend (2015) and Kiener (2012) point out, those ‘co-walkers’ (Behrend 2015) who 
influence and impact upon the research, such as participants, informants, cognate 
researchers, fellow scholars and colleagues in administration. The course of the path 
often fails to follow its originally planned trajectory, and often entails points of conflict 
(Behrend 2015; see also Bender & Zillinger 2015). It is thus a path through a chaotic 
and messy field experience (Pink 2009). Rather than offer a representation of pre-
formed methods, the aim of this chapter is to provide insight into the ‘messiness’ in 
which my methodology emerged and to give transparency to my research method. 
The aim of my fieldwork methodology was to build up as complete a picture of my 
participants’ photographic practices as possible by writing, reading, recording, 
collecting, contemplating, participating and raising questions in a dialectical process 
over time (before, during, and post fieldwork). It meant reading fieldnotes, looking at 
photographic images, walking the beaches and coming back to Goa for a second 
fieldwork trip, as well as presenting academic papers in workshops and conferences, 
reading more literature on young people in India, etc. My aim here is to retrace the 
path that I walked as a researcher (see also Behrend 2015). To do so, I have divided 
the chapter into three parts which each reflect a phase along this path: entry into the 
field, meandering during the fieldwork and, finally, my reorientation.   
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Entry: Ethnography and Participant Observation 
My initial focus was the emergence of tourist photographic practices among middle-
class youth in contemporary India. The overall purpose of the study was to examine 
the relationship between photography and tourism with a focus on practices of 
photography, and with a particular interest in the material culture, embodiment and 
performances involved in those practices. The methodological framework imagined 
during the initial framing of the research centred on conducting participant 
observation and ethnographic description in the anthropological tradition. Pinney’s 
influential notion of ‘camerawork’ was drawn into the research only after both my 
fieldtrips to Goa from 9 June to 5 August 2014 and from 13 December to 8 March 2015 
had been completed.  
 
Ethnography and participant observation are both practices that are deeply rooted in 
the discipline of anthropology, particularly cultural and social anthropology. Since 
Bronislaw Malinowski’s stay among the Trobriand Islanders, published in the 
Argonauts of the Western Pacific (2002 [1922]), and Edward Evan Evans Pritchard’s 
work with the Azande, published in Witchcraft, Oracles and Magic Among the Azande 
(1976 [1937]), these two domains – ethnography and participant observation – have 
been deemed to constitute core competencies in anthropology. Traditionally, the 
methodology centred on living for at least one year with a local community and 
gathering accounts on its specific cultural and social context (gained from various 
individuals or specialised informants) in order to provide insights on broader 
anthropological issues (see Emmerson, Fretz & Shaw 1995; Hammersley & Atkinson 
2007).  
 
This methodology has since been adopted, amended, applied and developed in 
various ways more broadly in the wider social sciences and humanities. As a 
consequence, the meaning of core terms varies across disciplines, including within the 
field of tourism studies. Participant observation is at times mis/understood as a 
method of gaining access to the reality of a particular social setting by virtue of the 
researcher being present on-site, in contrast to research methods that do not require 
 72 
the researcher to leave the desk. The simple fact of being present and observing, in 
itself, is not enough, however; the researcher must position herself as a co-constructor 
of knowledge with her participants in settings that are constantly changing. Participant 
observation, in the anthropological sense, is not a method that achieves validity by the 
fact that the researcher has been in person on-site, collecting data (see also Burns 
1999). I thus need to provide clarification in terms of how ethnography and participant 
observation are used and applied in this thesis.  
 
The way I apply these two terms is in the spirit of how anthropologist Tim Ingold (2014) 
uses them. Ethnography, he argues, is the ‘craft of writing about people’, while 
participant observation is the domain of educating oneself, in the sense of exposing 
oneself to an unknown world (Ingold 2014, p. 390). This unknown world is not 
understood as a world already set. It is a world which is a becoming, with the 
researcher in it, and the researcher is thereby entangled in this process of becoming. 
In this world of becoming, the researcher lives ‘attentionally with others’ (Ingold 2014, 
p. 389, emphasis in the original). The researcher’s mode of attention and reflection on 
her own positionality also become sources of data and analysis. 
 
Attentionality in the field opens the researcher up to alternative interpretations to 
those that she may be predisposed towards or have taken into this – as yet unknown 
–  world with her. One begins by seeking answers to general questions about what is 
‘going on’, when and how, rather than immediately beginning a quest for explanations 
and reasons. A big part of the researcher’s attention thus flows into patterns of 
categories and distinctions made by participants. It also flows into patterns of 
exchange and circulation between participants and between participants and objects, 
as well as patterns that emerge out of these exchanges and circulations.  
 
In the context of tourism, this mode of attention requires an analysis of when and how 
the category ‘tourist’ emerges and among whom. The Akha in Laos, for example, make 
no distinction between ‘tourist’ or ‘researcher’, and call all strangers ‘Europeans’ 
(Neudorfer 2006). Likewise, it is interesting to note that ‘backpackers’ like to 
distinguish themselves from ‘tourists’ (O’Reilly 2005). Wu and Pearce (2013) show 
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how different local young people in Lhasa, Tibet, create categories of tourists. Urban 
youth in Lhasa based their categories on demographic, ethnic and national diversity 
among tourists, while suburban youth created categories according to the tourists’ 
travel arrangements, like accommodation and transportation of the tourists.  
 
Beside the mode of attention, participant observation, in the anthropological sense, 
requires researchers to reflect on their positionality. There is no attempt to eliminate 
the researcher as observer, or, in other words, to be silent about the researcher’s 
presence. By contrast, connections, conditions and relations that are emerging and 
changing due to the researcher’s presence are considered to be valuable as data. The 
researcher fully acknowledges being in this world of becoming, instead of around it. 
Positionality takes into account that local participants in the research ascribe the 
researcher to a social position within their own social and cultural context. This 
ascribed position may be based, for example, on gender, marital status, work relations, 
race or class. It is the researcher’s task to reflect on this positionality. 
 
The elements of this contemporary anthropological approach to participant 
observation that I have outlined above are the result of two major crises in the recent 
history of anthropology, from the 1970s until the 1990s (Häberlein 2014). One crisis 
emerged with the arrival of action anthropology (see Tax 1975), which put in question 
the social neutrality of the researcher in the field. Sol Tax and his students pointed to 
the unequal power relations that exist between the researcher and research subjects, 
placing this in a broader historical and social context. They called for the researchers 
to take responsibility for their effect on research subjects. Another crisis was the 
‘writing culture’ debate (see Clifford & Marcus 1986; Geertz 1988). This debate put in 
question the representation of cultures in anthropological texts and reconceptualised 
ethnographic writing as a form of imaginative-creative writing. It critiqued grand 
narratives in favour of styles of writing with multiple voices, multiple localities, 
reflexivity and sensitivity to gender, race and class.  
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In his essay ‘Thick Description’ (1973), Geertz applies this term, introduced by 
philosopher Gilbert Ryle, to a fundamentally new way of doing anthropology, which 
was different to the scientific approach that preceded it. Geertz (1973, p. 5) describes 
culture as follows:     
 
Believing, with Max Weber, that man [sic] is an animal suspended in webs 
of significance he himself has spun, I take culture to be those webs, and 
the analysis of it to be therefore not an experimental science in search of 
law but an interpretive one in search of meaning.  
 
Given these ‘webs of significance’, the study of culture involved, for Geertz, 
interpreting symbols. Hence, this new way of doing anthropology that Geertz 
promoted has been called symbolic or interpretive anthropology. A clear result of 
these ‘recent’ approaches, reviewed above, is that reflexivity, positionality and 
multivocality in ethnographies have been incorporated into the practice of 
anthropology.  
 
Prompted by the crises described above, scholars have sought to readjust their 
methods of participant observation and ethnography. German anthropologist Gerd 
Spittler (1998, 2001, 2014) has developed a radicalised form of participant 
observation. He emphasises the strengths of participant observation, as a method, in 
the field. He stresses the role of the researcher’s sense perception in the field, their 
personal involvement in social relations as an apprentice, and their responsibility to 
attend to conversations and observations that emerge ‘naturally’, as Spittler puts it. 
‘Natural’ is a term used by Spittler to describe those conversations that are not forced 
onto research subjects by the researcher. Examples may be the exchange of news, 
historical accounts, and consultation and argument between research subjects.  
 
After I had conducted my fieldwork, I felt a need to find a way of framing the path that 
I had taken, which led me to an approach I recognised in retrospect as equivalent to 
Spittler’s approach. The reasons for this will unfold in the following section where I 
describe the meandering paths of both fieldtrips.   
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Meandering: Participants, Conversations, Observations and 
Limitations  
Traditionally, anthropological fieldtrips take at least one year. This time is spent among 
some form of social group, be it members of a tribe, employees of a corporation, 
activists in an association, or users in an online community. The fieldwork of my study 
was divided into two phases, each lasting three months. Following university 
guidelines, the period for conducting fieldwork overseas was limited to a total of six 
months. To avoid the entire study falling into either the high or low tourist season, I 
chose to split the six months into two parts. The first period of fieldwork was 
undertaken from June to August 2014, which is monsoon season and therefore a low 
season in Goa. The second period of fieldwork was undertaken from December to 
February 2015, which is the period when the tourist season is in full swing. I allowed 
for a period of additional literature review and readjustment back in Sydney between 
the two trips.  
 
My first objective during the first trip was to identify the sites in North Goa that are 
most photographed by young tourists. These turned out to be Dona Paula, Old Goa, 
the beach stretches from Candolim Beach to Arambol Beach, and the old Portuguese 
Forts of Aguada and Chapora (see Figure 1.9). These geographical sites were chosen 
as my entry points into the field, bearing in mind that what defined the field socially 
and culturally was yet to be discovered. In the course of the research, I increasingly 
followed participants on their own path through places when they were agreeable for 
me to do so. This led to valuable results and unexpected twists and turns. 
 
Participants 
With an initial focus on young middle-class tourists, I developed a sample population 
from those who were most accessible to me. These turned out to be groups of males 
between the ages of eighteen and twenty-seven, who had come to Goa from 
metropolitan cities as well as large towns in other parts of India. Mostly they had 
matriculated from high school with the ambition of a university degree. This sample 
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amounted to sixty-one participants. They travelled in groups of three to nine members 
of friends, fellow students or siblings.  
 
I had expected to work mostly with women, but then I discovered in the field that 
there were more male than female groups of visitors, especially during the monsoon 
season, when the weather is unsuitable for sunbathing. I also found that the groups 
of male visitors were accustomed to approaching white foreigners (like me) for their 
photographs, which predisposed them to talk to me as research participants. The 
women whom I did approach were not willing or appeared shy to talk to me and did 
not show up for interviews that were arranged. There are a few exceptions, and they 
appear in the following ethnographic chapters.  
 
I developed my participant sample by walking around the beach zone, taking 
photographs myself, or just standing or sitting at popular tourist sites. In order to get 
in contact, I built on naturally occurring conversations that were initiated by 
participants asking for directions or about the photographic equipment I was using, or 
wanting to have a photo taken, either by me or with me, as a ‘foreigner’ (see Chapter 
5). Additionally, I also initiated contact on occasions by asking participants to talk to 
me about photography; these often developed into a ‘go-along’ method, which was, 
in my case, mostly ‘walk-alongs’ (at tourist sites) or ‘ride-alongs’ (on scooters) 
(Kusenbach 2003).   
 
My focus was on practices that, in my view, related to photography. This included, but 
was not limited to, carrying a camera, posing in front of a camera lens, performing the 
role of photographer (in a sense, behind the camera lens), taking a camera in and out 
of its bag, using a mobile phone as a camera, discussing images on the screen and 
exchanging cameras within a group. I approached these Indian visitors to Goa either 
while they were taking photographs or while they were visiting a tourist site. Among 
those who became participants, I collected, with their agreement, around 800 
photographs taken by them. Although most participants shared (with me) between 
one and twenty photographs, some participants shared the whole range of 
photographs taken during their visit.  
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In the course of the second fieldtrip, I extended the sample of participants (sixty-one 
young male visitors on holiday) by including commercial photographers working in 
Goa and informants who could help me to understand the dynamics of the practice of 
taking photographs of and with foreigners. I worked closely with six informants (see 
Chapter 5) and three commercial photographers (see Chapter 6). By ‘informants’, I 
mean those Goans and international tourists who gave me their views about the 
photographic practices of Indian visitors who take photographs of or with foreigners. 
Foreign tourists are a popular subject for photographs; however, while a ‘snap with a 
foreigner’ may create a space of acquaintance, it may also become a site of potential 
conflict (as I will explain in Chapter 5). The practice reveals cultural aspects of 
photography in a contested context. I, too, as a fair-skinned foreigner, became a 
subject for this practice of photography, but when I questioned those taking 
photographs of foreigners about this practice, I was mostly met with silence. I 
therefore decided to include ‘informants’. In this thesis, I distinguish between 
‘participants’, whose photographic practice I study and participate in, and 
‘informants’, who give their insights about photographic practices. So, in my 
fieldnotes, while I included comments, reactions and conversations emerging in 
photographic interactions between Indian visitors and foreign tourists, I also decided 
to gather the comments and reactions of local Goan informants who work in the 
tourism sector, in order to gain deeper insights into tourist photography in this region. 
 
By ‘commercial photographers’, I mean those photographers who offer the service of 
taking ‘instant photos’ of clients at major tourist sites and make them available as 
paper prints. Even though their way of taking photographs was quite different to, and 
more labour-intensive than, the practices of the young visitors who participated in my 
research, I did not want to ignore it as ‘a practice’. Besides, commercial photographers 
are an underrepresented group in the literature on tourist photography that needs 
more attention (see Chapter 6). 
 
 
 
 
 78 
Interviews  
At the start of the fieldwork, I conducted unstructured interviews in cafés and on the 
beach to find patterns and themes. My aim at this stage was to get into conversations 
so that – through listening and talking – I could get an impression of the issues that 
participants were most concerned with when it came to photography (Figure 3.1 
pictures a typical interview). It was a path by which I could find out the ways that 
photography was spoken about. These initial interviews were a highly reflective 
process for me and revealed unanticipated aspects of tourist photography, which I 
elaborate on below.  
 
In the course of my fieldtrips, I analysed my interview notes together with field-notes 
and photographs with regards to terminologies, distinctions and hierarchies. Seasonal 
difference (i.e. dry season, wet season) in tourist photography in Goa was another 
aspect that I looked for, however, it turned out to play only a negligible role. Three 
main categories of analysis emerged. First, the kind of photography that I was dealing 
with was people-centred (e.g. photographs serve as sociograms). Secondly, I found a 
strong relation between tourist photography and cinematic representations (poses 
had meanings). Third, the key theme that emerged from observing practices of 
photography on beaches and other tourist sites was its involvement in the weaving of 
social ties.  
 
 
 
 
 
 
 
 
 
 
 
Figure 3.1 Interview situation with a participant on Baga Beach. Photograph 
taken by his friend.  
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Depending on the participants’ wishes, the interviews were held either in the 
participant’s group, with the members they travelled with, or individually. I made 
written notes, during and after interviews, and, whenever possible, recorded 
interviews. Recording interviews turned out to be a challenge in two ways. Background 
noises like people’s chitchat, engine noise, the noise of waves breaking, music and so 
on cut across the participants’ answers, so I stopped recording during walk-alongs and 
only recorded interviews which were held in a quiet environment. The other challenge 
was that some participants did not agree to recordings, thinking that that was ‘too 
serious’ for the atmosphere. I am aware that interview recording has advantages for 
the later analysis; however, it was important for me to create an atmosphere that 
made participants feel a sense of ease. Therefore, my main research data are 
fieldnotes and photographs taken by participants and by myself during the interviews 
and walk-alongs. 
 
Whenever participants used photographs (taken prior to the interview) to illustrate 
things they were saying during the interview, I welcomed it. The anthropological 
method of interviewing takes the form of a conversation that allows the researcher to 
be very responsive, express curiosity, child-like naivety and ignorance (Kiener 2012; 
Spittler 2001). The participants’ showing of photographs during our conversations 
drew me into their photographic practices more than a simple verbal conversation 
would. The integration of photographs in interviews is not unknown and has 
developed as a method frequently referred to as ‘photo-elicitation’ (Harper 2002). The 
photographs are either taken by the researcher (Prosser & Schwartz 1998; Schwartz 
1989) or by participants (Chalfen 1987, 1998). Photographs are also used to ‘break the 
ice’ at the beginning of interviews (Collier & Collier 1986). This method has been 
applied in tourism research in an array of studies – for example, to elicit the unspoken 
(Scarles 2010), to enable a multisensory approach in speaking about embodied 
experiences (Matteucci 2013), and to gain insights into participant-constructed 
categories of meaning and narratives of experience (Bignante 2010; Cederholm 2004, 
2011).  
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What the above studies have in common is that the integration of photographs was 
planned. In the interviews with participants in my study, it was spontaneous and up to 
the participants whether they showed me their photographs or not. Also, since my 
whole study was about photography, the showing of photographs had a special 
significance for me and I think this was obvious to the participants, perhaps helping to 
establish a bond between them and me. 
 
The initial interviews and conversations among the groups of young men quickly 
revealed aspects that I had not anticipated: firstly, for most young tourists, 
photography is digital. Analogue cameras were no more than a vague memory of 
‘ancient’, ‘old’, or ‘weird’ technology, to quote some of the terms used to describe 
them. As I had grown up in Germany with analogue photography, it took a few 
conversations with participants for me to realise that they did not engage with 
questions of changes that have arisen from digitalisation. They seemed to take these 
changes as obvious and for granted. For them, photography is about experimentation. 
They seemed to pose the following questions instead: What is possible with the 
camera? What can I/we do with it? How can I/we improve and be innovative in and 
through photographic images? It dawned on me that the act of taking a photograph is 
better understood as a form of trying out, experimenting, playing and questing.  
 
Another aspect that was revealed was that there was a clear distinction between those 
people interested in the technical aspects of photography and those who were not. 
Some participants talked passionately and effusively about photography and how they 
took photographs, and these interviews worked well. Other interviewees, for whom 
taking photographs was not readily translatable through verbal explanations, had 
trouble understanding my questions, or answered with silence. The way participants 
responded in interviews reflected the level of their enthusiasm for exploring the 
various techniques of photography. To describe theirs and others’ photographic 
practices, they used terms like ‘Timepass’ (see Chapter 4), ‘taking snaps’, ‘clicking pics’, 
‘doing photography’ or ‘doing photography as passion’. The participants were quite 
mixed in this regard and can be thought of as occupying a spectrum of photographic 
knowledge and enthusiasm. While taking snaps or clicking pics means occasionally 
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taking photographs without much knowledge about photography (as an art or 
profession) or about cameras, doing photography or doing photography as passion is 
a type of hobby, an activity to spend time on and gain expertise in. In general, the 
respondents who described their photography practice as ‘Timepass’ or ‘passion’ 
responded more readily to my questions about their photographic practices, while 
interviewees who were interested in ‘clicking pics’ found it more difficult to explain 
their photography practices verbally.    
 
This type of limitation in interviews is not uncommon. Förster (2015) points out that 
as researchers we cannot expect that participants are able to put into words what they 
see. The success of interviews, according to Förster, can depend on the familiarity of 
participants with ‘Ekphrasis’ (Förster 2015, p. 44). Ekphrasis means the transliteration 
and description of the visual into words (for example, the ability to describe in words 
what one has seen on TV). Some of my participants were not able to talk about their 
practices, but willing to show what they do with a camera while taking photographs. 
With them, I began the practice of holding conversations with them while we were 
moving around – for example on the beach. I spoke with them while they were taking 
photographs, rather than attempting to conduct formal interviews while sitting.  
 
Participant Observation 
A huge part of my participant observation entailed movement, in the form of 
accompanying participants while moving around Goa. It also meant learning how to 
look, observe and see as they see. Tourists, in general, move in front and behind the 
camera and they move around tourist destinations by foot, car, bike, bus or boat. Their 
photographs, once taken, move in online spaces and between mobile phones, laptops 
or pads (Larsen 2008). Methods that integrate movement in interviews have been 
developed in the form of ‘go-alongs’ (Kusenbach 2003), the ‘walking interview’ (Jones 
et al. 2008) and ‘walking with video’ (Pink 2007b). These forms of interviewing entail 
moving around and following participants to their choice of locations. This is what I 
did, whenever participants allowed me to do so.  
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Participant observation allowed me to explore how photography became, for 
participants, a form of experimentation. For example, the young men travelling in 
groups, who were my principal participants, were clearly learning by doing. With them, 
taking photographs unfolded in many ways, be it a short spontaneous act of 
photographing, a long process of preparing for the photograph, or a re-enactment of 
a scene from a movie, individually or in groups. They gaining skills as they did all this 
and the process tended to be filled with laughter. In this process of experimenting, I 
learned that expertise is a relational thing. Depending on the circumstances, a 
participant may appear as an expert in one context and a layperson in another context. 
This included my own position as a researcher. I was learning how participants 
experiment with the camera, but I was also learning how to take photographs the way 
they do, and also showing them how I take photographs. What all these instances have 
in common is that they show how photography as a practice is a process of becoming 
with exchange as a key aspect.  
 
The last aspect that I want to discuss with regard to participant observation is my 
position. Whether I liked it or not, I was primarily perceived as a ‘foreign tourist’. 
Importantly, this position gave me access to the photographic practices of 
participants. I encountered a social closeness that came with taking photographs 
together with them as a fellow-tourist. I was often invited by participants to have 
photographs taken with them, and it made a difference to walk along or talk about 
taking photographs and to have a photograph taken together. It created a social bond 
that allowed me to share in the experience, rather than observe from a distance, and 
offered more than the degree of participation that I had anticipated.  
 
Limitations 
The main limitation during the fieldwork in this study in general was that the only 
possible language of interaction was English. With little or no knowledge of Hindi or 
any other Indian language, I had to exclude non-English speaking tourists. However, 
the fact that English is my second language seemed important to some participants 
who also spoke English as second language. It often eased the conversation. Other 
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participants would compliment me on how ‘well’ my English was. I speak English with 
a German accent, struggle for vocabulary at times and I tend to ask for further 
explanation to clarify my understanding. This created common ground between us. 
 
To summarise, the fieldwork led to an unanticipated set of data. I found myself asking: 
how is photography integrated into the way participants travel and how does the 
notion of photography change with their photographic practice? I readjusted my 
research questions at this stage, shifting my attention to the interplay of 
experimentation, transformation and disturbance (see Chapter 2). The turning point 
for me was the observation that the groups of young men I spoke to were seeking 
photographic images in which they ‘Looked Good’ but not images that were ‘true’ in 
any sense that I had been familiar with. This is, in part, a generational effect, where 
younger people have grown up with digital photography and where the value of the 
photograph lies primarily in producing the image. In working towards a ‘Looking Good’ 
outcome, digital images can be easily discarded in favour of better or more perfect 
ones. While young tourists also strive to look good in photographs, the distinctive 
cultural difference in the case of Indian visitors to Goa is that they draw from popular 
cinema to create photographic tableaux.  
 
I could not ignore that a deeper ontological question may have been at work in the 
practices around Looking Good. The key publication for me in this respect was a book 
by German anthropologist Wilma Kiener (2012). The crucial thing I drew from Kiener’s 
work was to see the camera screen (and the way it is used) as representing possibility 
freed from the demands of representation (the truth claim). Kiener examines living 
and dying within what she calls the ‘screen cultures’ (my translation), or 
‘Leinwandvölker’ (2012), of cinema.  She urges us to approach the people who live and 
die on-screen in TV or cinema ‘for what they represent: normal people with needs and 
feelings, humans like you and me’ (Kiener 2012, p. 185, my translation).  
 
Kiener analyses the perspectives of the people on the film screen, for whom dying is 
not a representation, but real, just as their social actions and reactions in response to 
dying are real (within the world of the cinema screen). She produces ethnographies of 
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the rituals of life and death of screen people without recourse to the question of 
representation. She has come to distinguish these ways of being and doing with 
reference to film genres, where the problem of life and death arises in ‘comedy 
cultures’, ‘drama cultures’ and ‘action cultures’. I stress at this point that Kiener takes 
an emic perspective in developing certain key questions that frame the problem of life 
and death in each screen culture (comedy, drama, action). Comedy cultures struggle 
with the question of how to get rid of a dead body. Drama cultures encounter an 
endless series of emotional farewells: is it goodbye forever? Action cultures battle 
against death: how to survive? Kiener’s approach renders the question of living and 
dying off-screen as irrelevant. She is only concerned with what happens on-screen.  
 
How does this insight relate to my study, which deals with real life people off-screen 
(that is, with participants who are not movie actors)? During and after my fieldwork, I 
became intrigued by participants’ practice of performing poses in front of the camera 
– and it was not a matter of just any pose, but one chosen with reference to characters 
from Indian movies. This practice of posing like a movie character was a matter of ‘cut, 
copy, paste’, as one of the participants put it (see Chapter 4). Kiener’s approach was a 
door that pushed open my understanding of participants’ engagement with the 
camera.  
 
I came to see parallels in the way Kiener approached her screen cultures and the way 
the young men approached the photographic camera. In both cases, the cinematic 
world is understood to be fictional. The role of the camera is as a device for storytelling 
and an instrument largely associated with its capacity to capture performance. For the 
young men in Timepass photography, the camera offers a certain kind of freedom by 
not aiming to represent reality ‘as it is’. They are aware of creating fictional worlds 
that may include staged friendships with foreigners.  
 
Many of the participants approached the images on the camera screen with reference 
to the screen culture of cinema. In effect, they used the camera screen to insert 
themselves into the screen cultures they consumed. They posed as characters in 
famous Indian films and in doing this they created their own form of screen culture. 
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They seemed not to make a distinction between reality on the cinema screen and the 
reality they created on their camera screens. Another way of saying this is that both 
themselves and the movie actors create fiction on-screen but it is a fiction understood, 
in the case of the research participants, to overlap or converge with who they really 
are. In Kiener’s terms, they performed in front of the camera as ‘normal people with 
needs and feelings’ the same as the people on the cinema screen. Rather than aspiring 
to capture or represent exactly a cinema scene off-screen, it seemed that they saw 
their own performances as being as authentic as those of the screen actors. In creating 
images on their camera screens, the participants were experimenting with, rather 
than seeking to faithfully reproduce, a scene. This is how I came to the conclusion that 
I needed to understand these ways of doing photography through the rubrics of 
experimentation, transformation and disturbance, which appeared to me to run 
counter to the dominant narrative of tourist photography as a form of truth claim. 
 
Reorientation: Thick Participation  
As I progressed in my research, especially after the second fieldtrip, I started to 
understand that what I was doing in the field was much more intensive than 
participant observation. I realised, retrospectively, that I was engaging in ‘thick 
participation’. ‘Thick participation’ (Spittler 1998, 2001, 2014) is a radical form of 
participant observation involving ‘apprenticeship and practice, natural conversation 
and observation, lived experience and sensuous research’ (Spittler 2001, p. 1). 
Spittler’s approach differs from participant observation by stressing the role of the 
researcher as participant and the understanding of this participation as meaningful in 
the sense of Geertz’s thick description.  
 
The application of apprenticeship as method involves a researcher taking the role of a 
student learning how to do a craft from a master who could be anything ranging from 
a magician and shaman to a blacksmith (Spittler 2001). Natural conversation (with 
participants) and observation are thereby complementary methods. Unlike ‘forced’ 
conversation, such as interviews, natural conversation may consist of informal 
conversations and comments, chatting and gossiping, as well as passive participation 
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and listening. Spittler (2001) makes a distinction between observation in the sense of 
counting and measuring in the tradition of natural sciences, and observation in the 
sense of interpreting as a form of watching, seeing or looking in the anthropological 
tradition. He draws an example from his own observational work among Tuareg 
herdsmen: while European tourists see the landscape of the Tuaregs primarily as 
mountains with valleys and devoid of vegetation, herdsmen see primarily the 
vegetation, distinguishing up to forty different types of trees, inflorescence and the 
grazing of the trees by the camels. The researcher strives to see as the Tuareg do. 
Spittler also includes what he calls ‘lived experience’. This includes the creation of a 
shared space occupied by the researcher and participants, shared interpretation and 
being ‘socially close’ (Spittler 2001, p. 19).  
 
Social closeness means being emotionally connected, going through experiences such 
as pain and disease together, sharing feelings, ways of communication and even 
experiences of the senses. Spittler uses the terms Erleben and Miterleben to make a 
distinction between ‘being there’ and becoming socially connected. The German word 
Erleben, which means ‘to experience’, denotes a corporeal and emotional experience. 
Miterleben means ‘to experience with’, to participate in being alive, to live together. 
Miterleben takes time. As Spittler explains, Miterleben includes failure as part of the 
process:   
  
Miterleben is a difficult process. It can be accessed, at least partially, 
through one’s own experience. However, one may be mistaken. In order 
to experience the same (as someone else) it is not enough to be close, to 
be in the same situation. A long period of time and further methodical 
approaches are required in order to comprehend what others might be 
experiencing. The fact that one might misjudge the emotions of others 
during the process of Miterleben is not a reason to reject it as a methodical 
approach. If one falsely understands or comprehends something, they do 
not cut off their ear but proceed to train their sense of hearing. (2001, p. 
19, my translation) 
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Translated into the context of my fieldwork, participation and observation are not only 
about me ‘being there’ in Goa. They are also about becoming socially close and sharing 
the experience and meaning of taking photographs. Thick participation is a process 
that includes personal involvement, attention with and to all senses, and learning by 
doing (failure).   
 
I wish to clarify here the difference between thick description and auto-ethnography. 
Both thick description and auto-ethnography are qualitative, specifically ethnographic 
research methods. While both methods introduce the reader to the cultural and social 
world under study through writing, their objectives differ. Thick description, as 
developed by Clifford Geertz (1973), focuses on conveying to the reader the cultural 
meaning of what was observed. Thick description does not seek explanations, but 
interpretation: ‘Analysis, then, is sorting out the structures of signification…and 
determining their social ground and import’ (Geertz, 1973, p. 9). An example given by 
Geertz (1973, p. 6) is the ‘wink of an eye’ that may be an ‘involuntary twitch’ or a 
‘conspiratorial signal to a friend’. To know the difference and to put the meaning into 
written words is the researcher’s task. This method may include reflections on the 
researcher’s personal experiences, but it is not required. 
 
Auto-ethnography is a method that builds upon the researcher’s personal experiences 
in the field. By reflecting on those experiences, the researcher connects her/his own 
emotions and responses with the broader social and cultural contexts of fieldwork. It 
is a method that seeks to answer the question, ‘How do my own experiences of my 
own culture offer insights into my culture, situation, event and/or way of life?’ (Patton 
2004, p. 48). Auto-ethnography is also defined as ‘the process by which the researcher 
chooses to make explicit use of [his or her] own positionality, involvements, and 
experiences as an integral part of ethnographic research’ (Cloke, Crang, & Goodwin, 
1999, p. 333). While Thick Description is concerned with bringing social and cultural 
meaning into the written form, auto-ethnography is concerned with writing about the 
researcher’s experience as an integral part of this social and cultural meaning-making 
process. 
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Experimenting and Being Innovative     
When I frame what I did in the field as an ‘apprenticeship’, using Spittler’s term, I mean 
to say that I had to learn how photography among the research participants worked. I 
found that photography for them is a process of learning by doing and that expertise 
is relational, meaning that one’s level of expertise is always relative to the expertise of 
others in a given group. Both insights had been confirmed by my ‘apprenticeship’ 
approach. It is important to note that in contrast to Spittler’s examples, where there 
is a clear distinction between the researcher as apprentice and the participant as 
expert, in my research the participants’ understanding of themselves as experts was 
fluid and depended on the context. For them, expertise was variously demonstrated 
as how to choose subject matter, how to set the camera, how to undertake small-talk 
about photographs, how to perform as a ‘photographer’, how to send images, how to 
exchange images, how to save, how not to over-expose, how not to get embarrassed 
in front of the camera, and how to ‘look good’, to name a few aspects. When reflecting 
on my positionality, I understood that my expertise was relative, depending on the 
expertise of each participant. I found myself learning about how to take ‘better’ 
photographs (in the sense of my use of a camera and image composition) and 
sometimes teaching others how to take better photographs. In the latter case, I was 
no longer asking the questions, but was ‘questioned back’ by participants when they 
asked me, ‘How do you do it?’ At first it felt awkward, until I realised that this is what 
photography is about for the participants: experimenting, exchanging tips and tricks, 
knowing someone who knows how to do photography, circulating cameras and 
photographs. It is about looking at what others do, copying and pasting what others 
have done, alternating and manipulating, improvising and failing, about finding new 
ways and replicating old ways. 
 
Exposing and Being Exposed 
In researching photography, it matters what kind of equipment and expertise the 
researcher has. Participants want to be able to position the researcher. I used a 
mirrorless Sony alpha 6000 and a waterproof Olympus tough TG-310. I carried the 
cameras in a camera bag. On some occasions, I also carried a tripod with me, and on 
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others I did not carry anything. The ironic part was that the stereotype most 
participants had of Germans applied to me: technologically advanced. I had bought 
the latest models of a digital single-lens reflex camera, which is mirrorless, and also a 
pocket camera in order to do ‘better research’. Thick participation means being 
exposed, and, in the context of this study, that applied both literally and figuratively. I 
(as a foreigner) was asked to be in photographs with some participants. Some visitors 
took photographs without my consent. This opened up an unanticipated range of acts 
of photography, for this study, from ‘moments’ to ‘photo-shoots’ and ‘commercial 
pics’. This diversity led me to an understanding of rhythms in the process of taking 
photographs.  
 
Looking At, Looking Through, Looking With and Looking Back  
Taking photographs is about observing. While learning how to take photographs, I 
learned different forms of looking. There is looking at landscapes and events, which 
are observed by those looking for ‘good shots’, or looking at the screen to take and 
view the photographs. There is also looking through. This means looking through the 
viewfinder to get a good shot, while at the same time adjusting the camera settings. 
While participants looked at things or through the camera lens, I also learned to look 
with participants. I learned who paid attention to which aspects in the act of taking a 
photograph. This attentiveness varies enormously: noticing the background, looking 
at elements in the foreground, recognising the effect of light and shadow, registering 
colours and patterns, identifying symbolic elements, staring at the sunset while 
glimpsing the camera’s display and settings.  
 
Participants also looked back. The photographs in Figure 3.2 illustrate this. One young 
man took these photographs of me in order to get in contact. He showed me the 
photographs on the screen of his camera, asking whether I liked them. I was surprised 
(I had a feeling of being caught) and laughed about myself in the photograph. It 
sparked a conversation about the reasons for my visit in Goa and about photography. 
He introduced me to the rest of his friends. This led to a two-day walk-along. 
Participants were confident in asking questions back. Indeed, I often felt that I was the 
 90 
one being researched. Where are you from? Which university? Are you married? Do 
you like India? Are you with a group of researchers? Where do you stay? Are you 
vegetarian? Are you Christian? Do you drive a scooter? Do you go clubbing? What do 
you do with the photos? Do you feel scared in Australia, because they kill foreigners? 
Why do you study in Australia – Germany has good universities? You are getting paid 
to be on holiday with us?  
 
I call this the ‘reverse interview technique’. I integrated their questions into the 
analysis. The questions revealed their interest in Goa as ‘not India’. They presented 
themselves as seekers for a life with alternatives and options and Goa was a place they 
could do that partly because there were so many foreigners there. They constructed 
their story, criteria and meaning of the place that was ‘not India’ partly by interacting 
with people like me. 
 
 
 
 
 
 
  
Figure 3.2 Looking back. A participant’s photograph 
with a ‘foreigner’.  
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Fieldnotes, Field-photographs 
I documented my fieldwork in the form of visual, written and sound-recorded data. 
My fieldnotes details on locations, encounters and photographs taken by the 
researcher and by participants. I mostly took fieldnotes in situ: for example, sitting in 
a café or standing at the side of a tourist site, jotting short sentences and words as a 
reminder for easily forgotten details. I tried to capture the atmosphere, exchanges and 
excitement in my notes. I then elaborated the fieldnotes in the form of more detailed 
descriptions later in the hotel. Fieldnotes in this study also means field-photographs. 
When accompanying participants, I also took photographs while learning their way of 
taking photographs.  
 
I make a distinction between photographs that are documenting participants’ 
photographic practice and photographs that emerged out of my role as apprentice in 
their photographic practice. A good example is the set of photographs in figures 3.3 
and 3.4. The first series in Figure 3.3 was taken during a walk through the stalls and 
shops at Mapusa Market accompanying a group of three friends/participants. All 
photographs were taken by me based on the advice of the participants: ‘Look for 
shapes and colours’ or ‘See these fish? It is ugly! I like it!’ In Figure 3.4, the photograph 
on the top is taken by me with the participant’s advice for the subject matter. 
‘Beautiful old building’ was his comment, with the hint to ‘use the window as a frame’. 
After I worked on getting a ‘good shot’ in his terms, he moved onto the same spot to 
take his turn at taking a photograph. I documented his practice with my photographs: 
taking photographs of the participant looking through the viewfinder, framing, 
adjusting the settings of the camera, taking two photographs (one landscape, one 
portrait mode), and viewing the result on the screen of his camera, then taking 
another position to get another angle and perspective on the subject matter.  
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Figure 3.3 Field-photographs. ‘Look for shapes and colours’, 
advises participant Kiran in Mapusa market. 
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Another example of the role of apprentice – and this is to demonstrate that this role 
is not limited to being behind the camera, but also in front of the camera – is that of 
the apprentice performing together in a photograph with participants. Figures 3.5, 3.6 
and 3.7 show a young man and me. The photographs were taken by his friend who 
declined to be in the photograph taken with my camera and they are just a few out of 
a series of photographs. During the entire photo session, he gave me instructions for 
performing poses, such as, ‘Now, you look angry with me and I say sorry!’ or ‘And now 
we are angry at each other!’ or ‘Let’s do Titanic pose’ (a pose from the 1997 film 
Figure 3.4 Field-photographs. ‘Use the window as frame,’ advises participant Shorya. 
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Titanic). In such situations, it is incidents which go ‘wrong’ that opened a pathway for 
me to understand photography as a form of connecting. For example, the photograph 
in Figure 3.7 shows the participant with me demonstrating the Titanic pose. Once the 
photograph was taken, and we had a look at it, it turned out that one arm was hidden 
behind the other. The entire group burst out laughing about the mishap. Sharing the 
experience of taking the photograph is a form of social contract (Behrend 2013, see 
also Chapter 4).    
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 3.5  
Learning how to perform poses: ‘Now, 
you look angry with me and I say sorry.’ 
 
Figure 3.6 Learning how to perform poses: ‘And now we look angry with each other’. 
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I was able to develop a list of vocabulary (in English) that was used by participants. To 
name a few of the terms in this list, ‘groupfie’ stands for a ‘selfie in a group’; ‘Acha!’ 
(with shaking the head) signals ‘Okay, the photograph is taken!’; ‘Say paneer!’ (an 
Indian cottage cheese) substitutes ‘Say cheese!’ (evoking a smile in the 
photographees’ faces). 
   
Connecting and Trust 
‘Lived experience’, for Spittler (2001), means spending time together with participants 
and being socially and emotionally close. Actions during the taking of photographs, 
like posing, jumping, acting, laughing and enjoying viewing and discussing 
photographs, even or especially when it goes ‘wrong’, as in the example above, was 
lived experience. Beside the shared, lived experience of taking photographs, the 
fieldwork also meant driving motorbikes and scooters with participants, going 
clubbing and walking on the beach with them, or joining them for a drink or two. One 
of the results of this kinds of interaction was gaining a better understanding of how 
young Indian visitors in Goa deal with trust. They tend not know other people beyond 
the group they travel with. As a young female foreigner, participants were interested 
Figure 3.7 Learning how to perform the Titanic pose and its failure in the 
picture on the right (one arm looks missing). 
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in my nationality and my relationship status. Most guesses were that I was Russian, 
British or German. I also often encountered the question of whether I felt comfortable 
in a group of young men, a question that reflected concerns about my safety. This 
question was repeated so often that I began to reassess my safety, and started to 
safeguard myself by making up a story: that I was doing research in a team, and I did 
not reveal in which hotel I stayed. I sometimes said that I was engaged to be married 
in Australia. I did not feel comfortable starting these research relationships by lying, 
but to my surprise it proved very effective. What I didn’t realise at the time, however, 
was that I was, myself, perceived as a potential threat. For instance, participants often 
associated fear and danger with foreigners, which accorded with the representation 
of foreigners in Indian movies set in Goa. The threat I presented was likely related to 
fears of being drugged or robbed. It is clear, upon reflection, that there was a mutual 
mistrust that came from preconceptions held by the young men and by me (especially 
after I had been warned so often to stay away from such groups). 
 
One day, a group of young men asked that we meet up with them for a soccer game 
in the evening, suggesting that I bring along the group of researchers I was working 
with. I ran out of excuses and finally revealed that I had lied to them and asked them 
to understand my situation. One of them, with his arms folded and eyebrows raised, 
said: ‘You lied to us?! Now you say the truth, that means that you trust us!’ To my 
surprise, the whole group burst out laughing and they then went on to tell how they 
lied to me about their origin, their educational background and their hotel in Goa. It 
was a crucial moment in my research as I realised that the information I had gained 
from participants could be in the form of stories, stories like mine.  
   
In this new light, my mode of attention shifted from gaining information to trying to 
gain trust. One episode illustrates this point. While doing a few walk-alongs at Fort 
Aguada, I got into contact with a group of young men who said they were from Delhi. 
In the course of walking with them, I revealed that I had friends from Bihar, a state in 
North India. One of the men laughed and replied: ‘Really?! We all are from Bihar!’ I 
then asked why they did not say it in the first place. The answer, more of a mumbling, 
was: ‘Sometimes it is better to put truth in disguise’. At this moment, I realised that all 
 97 
previous participants may have done the same thing – ‘put truth in disguise’. This 
incident moved me to ask myself: are photographs also ‘truths in disguise’, as the 
participant had put it, or ‘(true) fiction’ as Behrend (2013, p. 88) described it?  
 
Overall, the relationship between respondents and myself was informed by 
establishing a friendly, constructive exchange about photographic practices.  
Sometimes, however, young male potential participants appeared understand my 
approach (more or less) as suggesting a ‘romantic get together’. At such times, I had 
to clarify that this was not what I was seeking The aspects of my relationship with 
participants that I believe most affected the nature of my data were those of gender 
difference and my status as ‘foreigner’. Most of my participants turned out to be male. 
I assume that a male and/or Indian researcher might have gained better insight than 
me into the broader networks the young men (my respondents) engage in. Equally, 
though, such a researcher may have gained less insight into the young men’s practices 
of performing in front of the camera.  
 
Going Native 
The risk of apprenticeship in thick participation is that the researcher may ‘go native’ 
(Spittler 2001). Back in Sydney in April 2015, after the second phase of my fieldwork 
in Goa, I walked along my favourite coastal pathway. I had done this so many times, 
but it was different this time: I saw the edge of a cliff and pictured a photograph with 
a person in ‘Shah Rukh Khan pose’ (see Chapter 4). It was in this moment that I knew 
that I had been more than observing in the field and more than participating. I had 
learned to see in a way that I cannot unlearn anymore. This example also shows that 
there are more aspects to taking a photograph than the click: it is about knowledge of 
how to pose, how to direct people in front of the camera and, most importantly, what 
is possible with the camera and with photographs. 
 
Conclusion 
This chapter has traced the pathways that my research has taken over the course of 
the two three-month fieldtrips in Goa, India. The key sites for this study were the major 
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sites for taking photographs among tourists as well as visitors in North Goa: Dona 
Paula, Old Goa, Fort Aguada and Fort Chapora, the beaches from Candolim Beach up 
to Arambol Beach and Dudhsagar Falls.  
 
This thick participation approach opened the terrain for inquiring about photography 
as a form of experimentation and exchange, and as an agent of change. Thick 
participation means being in tourist photography instead of around it. As an 
‘apprentice’, I learned different ways of photographic looking – to look with a camera 
and to be looked at through the participant’s camera. I learned how to look in ways 
that connected me to others and created mutual lived experiences that went beyond 
simply taking photographs together, to include performing in front of the camera, 
discussing images and spending time in photography at particular sites.   
 
What follows are three ethnographic chapters on photographic practices in Goa. 
Together, they take the form of a ‘fragmented’ ethnography. In the spirit of Heike 
Behrend (2013), I use the term ‘fragmented’ to counter representations of a coherent, 
unified and singular ‘tourist photography’ by tourism scholars. It is only when it is 
understood as fragmented that this ethnography does justice to the diversity of the 
photographic practices encountered in Goa. 
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Chapter 4  
Just Timepass! 
 
This chapter is the first of three ethnographic chapters that each explore tourist 
photography in Goa through the conceptual framework of ‘camerawork as technical 
practice’, which I borrow from Christopher Pinney (2010). It interrogates how groups 
of friends visiting Goa from elsewhere in India – in particular, groups of young men – 
make use of the screens on their mobile phones and photographic cameras. A screen 
is an electronic display on most digital cameras that allows users to view, instantly, 
digital images before, during and after taking a photograph.  
 
In Chapter 2, I argued that a triumvirate of travel, truth and difference, originating in 
mid-nineteenth-century Europe, has structured the practice of Western tourist 
photography. I drew on Gunning (2004) to argue that in the West, the camera has 
historically been understood to have a unique ‘claim’ on the truth, especially in its 
assumed capacity to reveal difference – that is, to expose foreign or unfamiliar objects 
to the European gaze. As Gunning reminds us, this assumption is a cultural construct; 
Figure 4.1 A Groupfie. 
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hence, truth is not in fact a property inherent to a photograph or photographic 
camera, and nor does the camera attest to the ‘truth’ of an/Other’s difference. Both 
are claims that are made for the camera; as such, they are culturally specific 
attributions. The camera is open to interpretation. In order to overcome this Western-
centric ontology of tourist photography, I use Pinney’s (2010) concept of ‘camerawork 
as technical practice’. It advances an analysis of photography that is open to those 
kinds of experimentation with, transformation of, and disturbance of networks of 
human and non-human agents that are found in everyday tourist photography. 
Experimentation, transformation and disturbance are terms that refer to playing, 
reorganising and renegotiating within a given network, and to the possibility of 
creating new alignments within a network. These changes may be seen as a prophesy 
or a threat, a cure or poison (Pinney 2010). The approach enables a nuanced analysis 
of what photographers, photographees, photographic cameras, photographs and 
other agents enact. The aim is to show that transformations of photography change 
more than the practice of photography. They shape wider societal transformations.   
 
First, I argue that inherent in the camera as a machine is a capacity to facilitate 
performances of social alignment on the part of young Indian visitors in Goa. This 
contrasts with the idea of the role of the camera, in European history, as a maker of 
truth claims and a facilitator in the construction of difference. Secondly, and building 
on the above, I formulate a speculative argument that Goan visitors’ practices of taking 
photographs may be ‘prophetic’ (Pinney 2012). The last two decades have been 
described as bringing broad economic transformation in India, stimulating debates on 
social mobility in the areas of caste and class (Deliège 2011; Guilmoto 2011). 
Camerawork, I suggest, allows young men to experiment, on the camera’s digital 
screen, with imagery in a way that foreshadows social mobility. In posing for the 
camera as movie characters with whom they identify, they perform a breaking down 
of social immobility in advance of the reality of social mobility. In this respect the 
camera is limitless. This two-fold argument is built up in the four sections of this 
chapter. 
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The first two sections argue that the camera has the ability to facilitate particular 
performances of social alignment for the young visitor, with the screen as viewfinder 
and image display playing a key role. First, I show how the young men I encountered 
in Goa mobilise the screen as viewfinder in collaborative acts of taking photographs. 
These acts entail several ‘directors’, as shown in the example of ‘groupfies’, a form of 
selfie taken by and in a group. Figure 4.1 depicts a groupfie. It is obvious that the act 
of taking photographs is a collaborative practice for these young men. Second, I move 
on to describe the photographic practice that the participants call ‘Timepass’. For 
them, this term describes the time-intensive practice of taking photographs 
collaboratively, facilitated by the screen, with experimentation at the heart of the 
process. It is not a standard English term and probably best translated as to ‘chill’, or, 
in the more old-fashioned phraseology, to ‘pass the time’ together. Partly what is stake 
is the potential to perform in front of the camera and align with friends in and through 
images and image production. Far from being a quick ‘snap’, disrupting the flow of the 
visit at the tourist site, Timepass is a time-intensive process of aligning with friends 
and family members, a process of confirming and staging social ties. 
 
In the third and fourth sections of the chapter, I go to the core of the second part of 
my argument, which centres on Timepass. Timepass results in carefully crafted images 
that do not aim for accurate recordings of people as ‘they are’ but, with the help of 
poses, props and backgrounds, aim to contrive the condition of ‘Looking Good’. The 
phrase Looking Good, as used by the participants in my research, in practice means 
creating images that often resemble movie stills, with the poses that the young men 
re-enact often being drawn from popular movies. By using the camera to allow them 
to act like and appear as movie characters and movie stars, the young visitors create 
an ‘embellished reality’ (Dewan 2012). This is a term that I use to describe the way 
participants aim to do more with the camera than to produce an replica of ‘what is’. 
For them, herein lies the freedom offered by the camera: it is a tool to perform on the 
camera screen a social world cross-cutting caste and class, as depicted on movie 
screens via film cameras. Camerawork, I suggest, is this experimentation with creating 
images across social boundaries, and – in the context of visitors who come to Goa as 
a place that is ‘not India’ – also across cultural boundaries. The photographic camera 
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is ‘prophetic’ (Pinney 2010, 2012) in that it facilitates performing on its built-in screen 
a social mobility that acts in advance of a growing social mobility in India (Berger & 
Heidemann 2013; Brosius 2010; Clark & Landes 2012). 
 
Groupfie 
My exploration of photography as a global medium in the context of groups of young 
men from India visiting Goa starts with an inquiry into the significance of the digital 
screen in their practice. Introduced in the 1990s, digital photography has 
fundamentally changed tourist photography (Larsen 2004, 2008, 2014). It has 
expanded the mass market for cameras from stand-alone cameras to networked 
mobile telephone photography. One effect of this is that tourists have a sense of 
‘travelling with’ others, not physically (Larsen 2014, p. 38), but through the ability to 
upload and post images online and receive instant responses from friends and family 
(see also Molz 2012). Digital photography has also changed the previously long 
process of taking photographs and having them developed and printed, which 
sometimes took over several weeks, to instant consumption via a single act of taking, 
viewing and choosing photographs on-screen. Overall, digital photography has been 
praised for its instantaneity and ability to mobilise images across devices used by 
tourists (Larsen 2014).1 This development continues with the latest models of single-
lens reflex cameras (SLRs) and mirrorless cameras, as well as computer tablets, with 
many camera models now also being able to connect wirelessly to the internet. The 
point that I now want to turn to is the role of the screen in this development.  
 
The digital screen has been mostly overlooked by scholars. Its role, it seems, suffers 
the same fate that Barthes once described for printed photographs: ‘Whatever it 
grants to vision and whatever its manner, a photograph is always invisible: it is not it 
that we see’ (Barthes 2010 [1981], p. 6). What Barthes means is that the beholder 
reads an image’s content without (necessarily) seeing this content in its material form 
as a photograph. The screen is – like the printed photograph – looked at, looked with, 
and looked through, but the screen as an object in itself is never what beholders see.  
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Larsen, in his studies on digitalisation of tourist photography, brings up what seems an 
important point (though without further elaborating it): the screen as viewfinder 
changes the act of taking photographs and makes it a ‘social and collaborative event’ 
(Larsen 2008, p. 148). This aspect of sociality is what I explore in this section. I will 
show how the screen as viewfinder occupies the centre of the photographic act and 
enables experimentation by several co-directors. As an example, I draw on the 
groupfie, a term used by participants for a form of group photograph where the 
photographer is included in the photographic image. Under camerawork as technical 
practice, this exploration raises the question of whether the screen has the power to 
create a new sociality. And, further, does experimenting with the screen translate as 
experimentation with new socialities? 
 
The viewfinder, as a digital display, changes more than the technical possibilities of 
tourist photography. What, then, is this new viewfinder? It is a digital screen that 
allows the photographer to see and compose the photograph without the aid of the 
kind of optical viewfinder that in earlier cameras one held one’s eye to. It is a screen 
built into the camera’s corpus that merges what had previously been separated: the 
optical lens viewfinder and an earlier form of a digital screen that displayed the images 
taken (but without providing a ‘live feed’ of what the lens was seeing). Traditionally, 
the photographic camera equipped with the optical lens viewfinder was 
conceptualised for a single photographer. The Japanese multinational manufacturer 
of optical devices, including photographic cameras, Canon, describes the optical 
viewfinder on its tutorial website as follows: 
 
Optical device enabling you to see what's being photographed. With a 
digital SLR camera, the light from the subject passes through the lens and 
reaches the eyepiece lens via the reflex mirror and prism. The scene can 
thereby be viewed through the viewfinder. (Canon 2011) 
 
Another popular manufacturer is the Japanese company Nikon, which describes the 
optical viewfinder as ‘[a] window in which the photographer frames the subject and 
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checks focus’ and a mechanism that ‘allows the photographer to view the image from 
the camera lens directly in the viewfinder’ (Nikon 2017). Note that both examples talk 
about a single photographer, where only one person has their eye to the optical 
viewfinder lens. In the tradition of analogue cameras, the camera is thus understood 
as a mere extension of individual perception of visuality (see Jay 1993; Lury 1998). This 
means that analogue cameras cultivate individuality. 
 
Let me illustrate this point with two images from my fieldwork (see Figure 4.2 
). Kiran, a student from Tamil Nadu and hobby photographer, in the left image, uses 
the viewfinder of an analogue camera. In this case, it serves the purpose purely of 
demonstration since this camera no longer functions (it is broken). With one eye 
closed, Kiran looks with his open eye through the viewfinder to frame the image. In 
the right image, Kiran uses the screen on his mobile phone as a viewfinder. Holding up 
the phone with both hands, he uses both eyes to frame and to take the photograph.      
 
 
One may also distinguish between simple and technically more complex digital 
viewfinders, depending on the model. Figure 4.3 shows variations of devices with 
screens – a mobile phone, a pocket camera and a smart phone. The arm stretched 
Figure 4.2  
Left. Using a viewfinder: one eye closed, one looking through the viewfinder. Photo by Kiran’s friend 
who wants to remain unnamed. 
Right. Using the screen: both eyes focused on the screen while framing, taking and viewing the 
photograph. Photo by author. 
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out, holding up the camera at eye level, looking at the screen while watching the 
background, is the emblematic gesture for the use of a digital viewfinder. The 
viewfinder enables a photographer to see with a camera by looking at the screen. The 
shift to digital photography thus includes a shift from the practice of looking through 
an aperture to looking at a screen using the screen as a viewfinder. The screen ends 
the obligation to photograph with one eye looking through a viewfinder. The screen 
might thus be seen as bringing an end to the cultivating of individual photographers.  
This is camerawork. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 4.3 From left to right. Screens on a mobile phone, pocket camera and smart phone. Photos 
by author.   
 
Figure 4.4 Selfies. The groupfie differs from regular group portraits in that 
the person who takes the photograph is also in the photograph.  
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As noted, the screen as viewfinder is often used to create photographs collaboratively. 
I now move on to explain what I mean by a ‘collaborative act’ and draw on the example 
of the ‘groupfie’ from my fieldwork. Participants distinguish between a selfie with one 
or two persons and a group-selfie, which they abbreviate as ‘groupfie’, with three or 
more persons. The term groupfie became known to me in my second fieldwork period, 
in December 2014. Groupfies have become concise examples for a new category of 
photography, as mobilised by the research participants. The predecessor is a selfie, a 
self-portrait. The selfie is characterised by ‘the viewer in the space of the photograph’ 
(Rettberg 2014, p. 9). In other words, the person who takes the photograph is in the 
photograph. A characteristic of selfies is that the arm or shoulder of the person in the 
photograph holding up the camera is often in the frame. Figure 4.4 shows two 
examples of selfies taken by participants. 
 
Figure 4.5 shows a group taking a groupfie. They use a selfie-stick, which is a 
mechanical  extension of the arm. By holding the mobile phone camera far enough 
away from the group, it allows them to frame a relatively large number of group 
members and also a larger segment of the background compared to the photographs 
taken without selfie-sticks. Figure 4.5 illustrates two points: first, the screen as 
viewfinder is at the heart of the practice. Second, the group gathers in front of the 
phone’s front camera to create the image collaboratively (using the camera lens on 
the phone’s front, they are all able to see the screen). The screen allows several 
onlookers to see it and thereby enables multiple directors of the photograph. In the 
next part of this section, I move on to explain what I mean by directors.  
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The young men interact while taking photographs. They negotiate angle, framing and 
the number of photographs taken. My fieldnotes about this group of young men taking 
groupfie photographs on Vagator Beach are as follows: 
It is tourist season and late afternoon. The sun stands just above the 
Arabian Sea, plunging its rays into red reflecting water. A group of five 
students from Bangalore have already spent the afternoon walking along 
Anjuna Beach taking photographs. On Vagator Beach, they want to take 
some snaps before they walk up to Fort Chapora for sunset. Dil Chatha Hai 
[a 2001 Bollywood comedy about the friendship of three friends] has been 
shot at Chapora, so that they do not want to miss out. ‘He knows 
everything about groupfies,’ explains Sashant pointing to his friend Andy 
who holds up his mobile phone with the right arm. The group gets 
together in front of the phone. Andy gives direction: ‘I cannot see you, 
Sashant. Get closer’. Sashant replies with a question: ‘Can you zoom in?’ 
Andy nods and laughs. ‘Just get closer’. Vijay does his hair using the screen 
as a mirror. Andy clicks. Reddy complains, ‘Wait, wait, wait, take one 
more!’ Andy clicks again. He nods and says ‘Acha! Okay’. The group stick 
their heads together over the phone to inspect the photo. Andy holds one 
hand over the screen, to protect it from sunlight and avoid reflections. 
Figure 4.5 Group taking a groupfie. 
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Thereby it is possible to see the photograph in this light. ‘Wow,’ says Vijay. 
‘That’s a good one! Very good one!’ Andy smiles impishly. ‘Turn it a bit 
next time,’ suggests Reddy. ‘It looks a bit boring. Turn it a bit and it looks 
more like … action’. Again, Andy holds up the phone. This time he holds it 
at a 45-degree angle. The group gets together again, looks at the screen, 
and Andy clicks, clicks, clicks. Vijay quickly does his hair again by sweeping 
his hand through it making it look like wind blowing through it. Andy turns 
the phone 45 degrees to the other side. Reddy and Vijay meanwhile 
quickly exchange their sunglasses. Again, click – click – click! Manish 
instructs Andy: ‘What are you doing? Hold it up higher. I want to look tall. 
Lift it. Lift it.’ Manish pushes Andy’s arm. ‘You have to just bend down a 
bit,’ counters Andy. Everyone bends knees a bit. Andy stretches his arm 
longer. ‘Yeeeees!’ Manish smiles enthusiastically. Again, Andy clicks, clicks, 
clicks, clicks. The group spends about half an hour more on the beach 
clicking pics, exchanging tips and tricks, commenting and choosing the 
best photographs, before they keep going to Chapora Fort, where again 
groupfies, selfies and other photographs are taken with the sunset over 
the Arabian Sea as background. (fieldnotes, 26 January 2015)  
 
The above fieldnotes illustrate that taking group photographs is not an act of one 
single photographer but a lively interaction enabled by the screen. The previous single 
photographer’s monopoly position over the image is, here, transformed as a 
negotiation between several subjects. Group members collaborate, negotiate and 
direct the image content. A new network of agents emerges while creating an image. 
This network brings in a change from the individual photographer taking a photograph 
to the collaborative photographic act as cultivating friendship. Unlike the 
manufacturers’ descriptions, and as most literature indicates, a photograph now may 
have multiple photographers or directors. In the case of the groupfie, everyone in the 
group decides who is in the photo frame, through an implicit consensus: we all agree 
to this image through our relations of friendship with the holder of the camera. This 
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practice overturns the old hierarchy between photographer and the subjects in front 
of the camera by integrating the photographer into the image.  
 
Figure 4.6 shows two groupfies that illustrate this subtle form of consent that occurs 
while taking a photograph and by means of which the photograph becomes a 
collective product. The digital screen ‘disturbs’ photography as a practice of individual 
perception and turns it into a group practice, an experience in experimentation, of 
having ‘fun’ and picturing ‘action’, to use the participants’ words. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
My fieldnotes illuminate another point: spending time together photographing is 
generative of social connections. For these young men, photographing is far from a 
matter of taking a quick snapshot documenting ‘what is’; rather, it is a time-intensive 
craft that allows for aligning socially with others. Andy and his friends play around with 
the camera – changing and exchanging light settings, angles, cameras, tips and tricks, 
poses and props, such as sunglasses, beer bottles or cigarettes. Thus, spending time 
Figure 4.6 Groupfies. 
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photographing affirms their friendship by being together in the frame. I elaborate this 
point with further examples.  
 
Timepass 
Groups of young visitors to Goa appropriate the screen to use it in collaborative acts 
of photography. The most prominent example is the groupfie, as introduced above. 
The screen allows them, in unprecedented ways, to inspect photographs together 
throughout the whole process of taking photographs. Thus, there are multiple 
directors of each image facilitated by the screen. This makes the act of photography 
collaborative.  
 
In this section, I deepen the argument about collaboration by introducing ‘Timepass’ 
photography. As discussed earlier, camerawork at play transforms the act of taking 
photographs to one of experimentation with and cultivating of friendships. Timepass 
is a term used by the participants to describe photography as a practice they enact 
together. In using this term, they are suggesting that in performing photography 
together, they are confirming their social ties. It is a form of alignment with others in 
the act of creating images. Timepass photography differs from three other categories 
of photography observed in my fieldwork. These categories are ‘clicking pics’, ‘doing 
photography for passion’ and ‘commercial photography’. Clicking pics describes the 
practice of photography by amateurs who mostly use mobile phones to have a 
photograph taken without wanting or needing expertise in photography. Doing 
photography for passion describes the practice of photography as a learned ability and 
intensive involvement (on the part of Indian visitors to Goa). Commercial photography 
is the commodified practice of photography offered as a service for tourists in Goa 
(see Chapter 6).  
 
Timepass is also a term that the anthropologist Craig Jeffrey (2010a, 2010b) has 
introduced to academic discourse. Young unemployed men in North India use the 
term Timepass, as Jeffrey shows, to describe their time of unemployment during 
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which they pass their time studying at universities, because they do not find jobs. 
Jeffrey translates this as ‘chronic waiting’ and he studies the political activism that 
emerges out of this time of waiting. Jeffrey argues that a social identity arises out of 
this activity, one that crosses caste and class lines. His work has been well received in 
debates on youth, globalisation, concepts of time and boredom, labor and migration 
(see for example Masquelier 2013). The ethnographic term ‘Timepass’ has not been 
framed as an academic term, nor has it acquired its own body of literature in relation 
to photography. Despite the parallels between Jeffrey’s participants and mine – 
young, male, Indian university or college students – I understood Timepass, in my own 
research context, to be distinguishing a certain practice of photography from other 
photographic practices. In the context in which I was conducting fieldwork, Timepass 
does not entail a political claim. Further research, on my part or by others, might allow 
investigation of whether there are in fact parallels in this regard with Jeffrey’s work – 
for example, where Timepass photography appears as a form of youth resistance.  
 
Among young male Indian visitors to Goa, a photographic culture evolves from 
spending time together taking, viewing, discussing and choosing photographs. Studies 
on tourist photography mostly represent the act of photography as a quick practice of 
Snap! It is, as Dinhopl and Gretzel (2016, p. 403) summarise, a ‘disruption of the 
Figure 4.7 Taking photographs on the water’s edge in Baga Beach. 
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experience the tourist sought to capture in the first place’. Among the young men 
whom I accompanied, taking photographs may occur as both a simple and momentary 
disruption of an event, such as walking along the beach together, and a time-intensive 
practice of carefully crafting images. In the case of the latter, the act of photography 
is one which unfolds. It is a process of posing, framing, adjusting settings and clicking 
pictures, these being component acts of a collaborative process that weaves and 
strengthens social ties. In my interpretation, this is what the participants mean by 
‘Timepass’. Their way of spending time with photography during their visit counters 
Dinhopl and Gretzl’s (2016) view of tourist photography as a single act that disrupts a 
flow of touristic experiences. For the young men, Timepass is the experience.  
Let us turn to an incident from the field that clarifies the distinction between taking 
photographs as a ‘disruptive moment’ and taking photographs as Timepass. Figure 4.7 
illustrates the situation of taking photographs at the water’s edge in Baga Beach during 
the monsoon. I wrote in my fieldnotes (13 July 2014): 
 
It is monsoon season. It is midday on Baga Beach. The sky is grey and, 
according to Bobby, not ideal light conditions. He adjusts the aperture and 
shutter speed of the DSLR camera, a Nikon D60. ‘He is not a good 
photographer. It’s better if he does not touch a camera,’ says Bobby 
jokingly about his friend Anand. Anand uses a mobile phone camera. He 
does not comment on Bobby, just takes some snaps and edits the photos 
on the phone. Dileep has no camera with him. The three friends exchange 
their devices among them, like they exchange sunglasses, drinks, 
cigarettes and t-shirts. During the photo-shoot, they play with ideas for 
poses and ways of framing by zooming in and out, holding the camera 
vertically or horizontally. They discuss the results while comparing the 
outcome on both screens. Anand says, ‘This one is good’ or ‘Not this one. 
This is too bright. Our faces are black’. Bobby comments, ‘Looking Good’ 
or ‘Acha! Okay! Great. Very Great!’ Dileep laughs about some of the 
photographs with him in them. He seems to me a bit shy about it. One 
shows him in a Shah Rukh Khan pose: arms spread wide with the turbulent 
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sea in the background, but his eyes are closed [I will elaborate on film star 
posing in the last section]. He says, ‘Let’s do it again with more waves. 
More wild. I want more action’. Bobby and Dileep walk further down to 
the edge of the sea. Dileep puts his body into position. Bobby kneels down 
to get the waves as big as possible in the background. Click, click, splash! 
Dileep does not see the wave coming from behind. It splashes up against 
him. With his pants wet from the water, the whole group is laughing. 
‘Hahaha, that’s the best shot!’ laughs Bobby looking at the picture in the 
screen. ‘Look at your face!’ Dileep looks at the screen in amusement about 
the surprise in his face. Anand takes some photographs with Dileep and 
Bobby and then some groupfies with all three of them. ‘Good Memories,’ 
comments Anand with a big smile.  
 
Notice the shift here between photography as passing time together and photography 
as a moment that disrupts the group’s Timepass in order to capture an event. The 
moment of the wave hitting Dileep from behind disrupts the taking of photographs as 
Timepass. They then take photographs to ‘capture’ the moment of the wave hitting 
him from behind. While the first is a carefully crafted unfolding of becoming visible  
on-screen in a certain way, a performance that possibly fills several hours of their visit 
to Goa, the second is a spontaneous act that occurs in a split second. The difference 
between the two, however, goes deeper.  
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Timepass means to spend time together taking photographs on beaches, at historic 
forts, and other major tourist sites. Figure 4.8 illustrates a group on the upper part of 
Anjuna beach spending time during low tide with taking photographs between the 
rock formations. I noticed as I walked along the beach during my fieldwork a few 
groups of young photographers spending their time on ‘bird photography’ or ‘animal 
photography’, while others concentrated on the ‘landscape’ in their photographic 
practice. The term ‘Timepass’, however, seemed mostly used, by the participants, in 
the context of portrait photography. Timepass entails lively exchanges among groups 
of friends. The exchanges may relate to expertise in camera settings and the camera, 
knowledge of poses, including adjustment of sunglasses and t-shirts, and an 
understanding of how to achieve certain ‘looks’. Linking this aspect back to 
Figure 4.8 Timepass on Anjuna Beach. 
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camerawork, it can be said that young men spend large amounts of time transforming 
themselves in front of the camera. 
 
Figure 4.9 is a photograph taken by me. It shows a group of friends, students from 
Pune, during a photo-session in the evening sun on Candolim Beach. One of the friends 
takes a few ‘shots’, as they call the photographs, while the others pose. They continue 
to take turns in taking photographs of themselves in groups and individually. The 
camera circulates between the friends. The series of photographs in Figure 4.10 shows 
some of the results of the photo-session pictured in Figure 4.9. The immediacy of 
looking at images on the screen together, not only after they are taken, but just before 
and while taking the photographs, makes photography for them a time-intensive 
touristic activity – and through these exchanges, it forges social ties. 
 
The experience of walking along with this group of friends throughout an entire day 
demonstrated to me that friendship ties are strengthened through the flows between 
them, and also beyond photography, by paying for each other, taking turns in driving, 
or inviting each other to sporting activities. As pointed out by other scholars, the act 
Figure 4.9 Timepass on Candolim Beach. 
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of photography is meaningful beyond the images produced. Behrend (2013) talks of a 
collective feeling, a bond, a social contract, forged in the act of taking photographs 
together. For Behrend, the photograph becomes the symbolic space of social and 
bodily closeness and shared relations. Figure 4.11 shows three images of a group. They 
affirm their friendship in having photographs taken in various situations. 
 
Figure 4.10 Spending time carefully crafting Looking Good. 
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Figure 4.11 One group in three images. 
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Frank Heidemann (2007), a German anthropologist who specialises in South Asia, calls 
photographs ‘sociograms’, images created to be readable in terms of social relations 
and social positions. Similarly, the Israeli sociologist Ori Schwarz (2010) shows how, 
among Israeli students, the act of taking photographs goes beyond words to express 
interest in and negotiation of the status of relationships. The flows of exchange 
between the students represent ties that are formed and confirmed. The ‘social 
contract’ that Behrend (2013, p. 60) frames as a ‘collective feeling’ shows that taking 
photographs is more than a collaborative act; it is a collective feeling of being together 
in one (photographic) frame. It is a form of social alignment with others. I will elaborate 
on this point about social alignment in the next section. I now turn to the matter of 
performance during the process of taking photographs. 
 
Figures 4.12 and 4.13 show a group of friends from Bangalore who know each other 
from university. They spent time photographing themselves at Fort Aguada, using the 
walls of the 400-year-old fort as a backdrop to stage their friendship. Figure 4.12 is a 
photograph taken by me that serves to illustrate how Timepass photography is 
performed, and Figure 4.13 shows some of the group photographs participants 
created during this photo-session. The first photograph (of Figure 4.13) is their 
favourite out of this series.  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 4.12 Timepass with taking photographs at Upper Fort Aguada. 
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The photo series in Figure 4.13 illustrates how Timepass is an integral part of a visit to 
a site. Like dancing together to music, the photographer directs and the 
photographees move in a constant flow (of exchange) around and with the camera. 
The camera is here not used or praised for its perceived ability to record truth or 
difference. It is an instrument of performance, like a video or movie camera. As already 
stated, by performing together in front of the lens, the participants create a sense of 
a mutual bond beyond words.  
 
For the participants, the photographic camera has the capacity to facilitate 
performance, enabling a practice of negotiation and experimentation with 
appearance on the camera screen, in the sense of becoming visible in a certain way. 
The performance cements and at the same time embellishes friendships. The 
screen/camera is unable to discriminate the nature of social relations: it cannot 
discern if people are friends or enemies, of higher or lower status; it simply ‘takes’ 
Figure 4.13 Timepass and friendship. 
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what is visible in front of the lens (see also Pinney 2010, 2012). Therein lies the 
freedom that the camera allows and is valued for among the young men – it allows 
them to choose specific forms of becoming visible in a photograph together. I further 
elaborate my argument on performance and social alignment in the next two sections. 
 
Looking Good 
For the participants, it is not only that the photos themselves need to come out looking 
good, but that the subjects of the photograph actively contribute to this ‘looking good’ 
through extravagant and theatrical posing. This is why I suggest that there is a 
performative element in the photographic practices of the young men who 
participated in my research. In the context of my study, I use ‘performance’ in its 
generic sense to refer to the young men’s self-understanding that what the camera 
allows them to do is to perform as an actor performs on stage. The act of photography, 
for them, is a process of becoming visible in certain ways and choosing a way of 
performing the self-on-holiday.  
 
Performance, for the young men, is a requirement of a photographic camera. Of 
significance is not what one is, but what one does in front of the camera – be it an 
action, a gesture, a pose. The research participants’ focus on Looking Good suggests 
that they prefer not to opt for realist images but for poses from well-known movies 
that appear as ‘(true) fiction’ (Behrend 2013, p. 88). Looking Good means to have 
portraits that resemble film stills. This act of inserting their own persons into recreated 
film stills allows the young men a freedom to become visible in new ways. As part of 
camerawork, this practice is one of experimenting with the weaving of social 
connections in and through images. And in some way their understanding of Goa as 
‘not India’ facilitates this. 
 
‘Looking Good’ is an English expression used by the participants. It denotes a form of 
bodily appearance that is photographed (as in ‘I am/we are Looking Good in the 
photograph’) and a quality of the appearance of the product of the photographic act 
(as ‘I/we/object are coming out good as photographs’). The term ‘coming out’ as used 
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here may be a remnant, in popular expression, from the time of pre-digital 
photography when photo prints were ‘developed’ in the darkroom, with the images 
emerging or ‘coming out’ in the developing tray. ‘Coming out’, for the participants, 
describes the process of becoming visible in certain ways. Looking Good, as a term 
used to endorse the photograph, was used by every single young participant I 
encountered. It finds no grammatical variation: Looking Good can be thought of as a 
substantive adjective. It is a somewhat vague term, and not restricted to a single 
definition and probably relates to the term ‘coming out better’ as described by Pinney 
(2003). Let me explain the term ‘coming out better’ as it was used by Pinney’s (2003) 
participants. The photo studio in India has traditionally been a space in which to create 
and explore identities, with the photographer as director. I have introduced this notion 
of the photographer earlier (in Chapter 1). Pinney tells how the customers of these 
studios are not seeking to be ‘taken’, but to come out better, in a photograph. Pinney 
(2012, p. 145) states: 
 
Consumers still opt to surrender themselves to their local studio 
impresarios, in the hope that under their skilled direction they will ‘come 
out better’. Wanting to ‘come out better’ in their photographs (is se bhi 
zyada acchha mera photo ana chahie) is the aspiration of every visitor to 
the studio, and they denote by this the desire not to replicate some pre-
existing ‘something else’ (for instance that impossible subjectivity of who 
they ‘really’ are), but to submit themselves to masterly pro-filmic 
technicians who are able, through the use of costume, backgrounds, 
lighting and camera angles, to produce the desired pose, ‘look’, mise-en-
scène, or expression.  
 
We learn from Pinney that coming out better occurs in the space of the pro-filmic, a 
term that he borrows from film studies. It describes, in the case of fiction movies, 
everything that is arranged, as set in front of the camera, which includes actors, 
lighting, props, backgrounds and settings, in contrast to the scene as it appears on the 
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film screen (Kuhn & Westwell 2012). In a similar sense, Barthes (2010 [1981], p. 10) 
relates the following:  
 
Now, once I feel myself observed by the lens, everything changes: I 
constitute myself in the process of ‘posing’, I instantaneously make 
another body for myself, I transform myself in advance into an image. This 
transformation is an active one: I feel that the Photograph creates my 
body or mortifies it, according to its caprice. 
 
Instead of capturing what is passively exposed to the camera, the groups of visitors in 
Goa – like Barthes – pose in, play with and manage the way they appear in a 
photograph. They carefully craft their photographs. They actively invent how they 
appear on the screen, realising self-images that they deliberately aim to create. 
 
The photo series discussed in the previous sections have already conveyed the 
importance of movement and volatility in the photographic images taken in the style 
of film stills. It seems that the young men counter any form of being captured ‘as is’ 
by the camera by looking-good-while-doing through acting, posing and gesturing. 
Figure 4.14 shows three photo series featuring Kiran. These photos were taken by his 
two friends, who had agreed for me to use their photographs in this study – that is, 
photographs taken by them, not of them. This point is relevant, as the images below 
may give the (wrong) impression that Kiran was alone and the flows of exchange as 
described in the previous section on Timepass between group members did not take 
place. The photographs show him in different poses in three different settings: two on 
the beach and the last one in the capital city of Goa, Panaji. When the group of friends 
did Timepass, they tested different aperture and zoom settings in order to achieve a 
combination of framing, detail and colour. The photo series with Kiran, the student 
from Tamil Nadu, is a useful additional illustration of the point I make about the images 
resembling movie stills. Looking Good means, in other words, ‘doing something’ in an 
image, enacting a performance. The beach, the forts, the sunset become stages that 
serve to create ‘true fiction’ (a term I borrow from Behrend 2013, p. 88 ) on-screen. 
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The value of the camera lies in facilitating this freedom to perform, the freedom for 
‘transformation’, as Barthes (2010 [1981]) calls it in the quote above. The young men 
implicitly make use of the distinction between the pro-filmic set (being in Goa) and the 
scene as it appears on the camera screen (being with friends).  
 
 
Figure 4.14  ‘Looking Good’. 
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Recall the example of Bobby and his friends on Baga Beach, described in the previous 
section. During their photo-shoot, Bobby’s friend was posing in front of the camera 
when a wave hit him from behind. This illustrates how the camera works on the one 
hand to capture a moment and on the other hand to facilitate spending time 
photographing together. Accompanying Bobby and his friends brought me closer to 
understanding what Bobby expressed when he called Goa a place of ‘the free life’. It 
is – for him and his friends – possible in Goa to drink alcohol, drive a Mahindra 4x4, go 
to the casino and go clubbing, among other activities. The camera is a tool that 
amplifies what he experiences as ‘the free life’ that Goa offers. For Bobby, this 
freedom unfolds for him and his friends through the use of the camera. Comments by 
other participants are consistent with Bobby’s statement. ‘When we take photos, we 
are free’, said an eighteen-year-old student from Pune at Candolim Beach. ‘I and my 
friends, we love taking photos. I like this freedom. You can do anything in front of the 
camera’ is a comment of a twenty-three–year-old student from Kochi. While these 
young men may take photographs anywhere, Goa – as a place of freedom – magnifies 
the camera’s seemingly inherent property of allowing them, and providing the 
occasion for them, to perform freely. Turning to the issue of alignment, Figure 4.15 
shows a series of photographs taken by different groups of friends. As a sociogram 
(Heidemann 2007), these images can be read as alignments of individuals within 
groups. This alignment may go beyond friends and family.  
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A pose ‘activates’ the realm of popular culture films, allowing the alignment of the 
posers with popular stars. As recorded in my fieldnotes (23 January 2015): 
 
University student Vikram stands on the 400-year-old walls of the 
Portuguese Upper Fort Aguada in Goa. The group of Vikram, his brother 
and his friends take time to walk around the fort and stop to take some 
photographs with mobile phones and pocket cameras. They playfully 
choreograph poses – single and in groups – in front of the lens: arms 
spread wide, arms up, arms folded, hands on hips, head up, head down, 
head with eyes straight into the camera, pointing to the sea in the 
background, sitting on the fort’s wall or battlement, legs apart, one leg up 
on the fort’s battlement, and many more. ‘We cut, copy, paste. That’s 
what we do!’ Vikram explains to me with a smile. And his brother adds 
laughingly: ‘We see something and then we want it. Today, we see it in a 
movie; tomorrow we have it, too.’ I ask, ‘You copy and paste the pose?!’ 
Figure 4.15  
Performing friendship – 
aligning with friends. 
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and Vikram demonstrates, a bit serious, a bit jokingly: arms spread wide, 
hands up, legs slightly apart, head up, a pose conveying ease. ‘It’s called 
SRK pose or Shah Rukh Khan pose. Everyone knows it!’ ‘Why?’ I ask bluntly. 
‘For fun,’ they answer in unison. ‘Just for fun!’ [Shah Rukh Khan, born 
1965, is one of Bollywood’s most popular actors in India]. 
 
When we take photos, Vikram seemed to be saying, we pull something out of its 
context, replicate it, and impress it into a context of our own: ‘We connect what is 
visible on the movie screen and turn it into our own,’ his brother elaborated. Figure 
4.16 shows a group SRK pose. I learned that such a pose is something that must be 
performed precisely. In fact, I had been laughed at for my clumsy performance. 
Appearing on one’s own camera screen is more than a simple cut, copy and paste, as 
Vikram says. It is the art of aligning with a (movie) star via exact impersonation.  
 
The most common poses that I encountered in Goa during the tourist season 
2014/2015 were the Shah Rukh Khan pose (Figure 4.17), the Titanic pose (Figure 4.18), 
the Singham pose (Figure 4.19) and Dil Chatha Hai pose (Figure 4.20). Shah Rukh Khan 
is declared by participants as the ‘King of Bollywood’. He has starred in several 
television series and Bollywood movies, and also gained popularity outside India 
during the 2000s. SRK is one of the few celebrities with a ‘signature pose’ (see Figure 
4.17). He made his breakthrough in the movie Dilwale Dulhania Le Jayenge (1995), 
which is known colloquially as DDLJ, where the pose first appeared. The significant 
elements of the pose are the hands held palm-up, both feet on the ground, with the 
arms wide open. 
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The Titanic pose, another pose adopted by the participants, derives its name from the 
Hollywood blockbuster and multi-award-winning movie Titanic (1997) by James 
Cameron. It is a fictional love story set during the maiden voyage of the luxury ship 
Titanic from Southampton to New York in 1912, which tells of a romance between a 
young working-class man called Jack, played by Leonardo DiCaprio, and an upper-class 
woman called Rose, played by Kate Winslet. They fall in love with each other, even 
though Rose is engaged to the rich but emotionally cold Cal. The ship collides with an 
iceberg and sinks in the early hours of the morning. Rose survives and moves to New 
York. Jack dies. The pose appears in a scene when they kiss for the first time. Jack 
shows Rose how standing at the very front of the ship makes it appear as if they are 
flying. For some of the participants, this pose conveys eternal love.   
Figure 4.16 SRK pose in group. 
 
Figure 4.17  
Left. Shah Rukh Khan pose, arms spread wide. Still from Dilwale Dulhania Le Jayenge (1995). 
Middle. Shah Rukh Khan on his fiftieth birthday. 
Right. Outline of Shah Rukh Khan by one of his fan clubs. 
 
 128 
 
 
 
 
 
 
Another popular pose that I observed participants ‘strike’ during my fieldwork came 
from the Tamil movie Singham (2011). The movie is set in Goa. It features a police 
officer fighting for justice and against corruption. The pose is the characteristic style 
of walking, as in Figure 4.19 on the right (see also Chapter 6). 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 4.20 Screenshot Dil Chahta Hai (2001). 
 
Figure 4.18   
Titanic pose: Kate Winslet as 
Rose and Leonardo DiCaprio 
as Jack in the movie Titanic 
(1997). Hands and palms 
down.  
 
Figure 4.19 Singham pose. 
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Yet another popular pose that I observed during my fieldwork came from the movie 
Dil Chahta Hai (2001). This movie tells how the friendship of three childhood friends 
runs the risk of falling apart in the face of each of them having their own ideas about 
love and women. They arrange a vacation in Goa to get away from the problems with 
women and to reaffirm their friendship. One scene shows the friends together at Fort 
Chapora overlooking Morjim Beach (see Figure 4.20).  
 
For the participant visitors to Goa, the photographic camera is a medium freed from 
certainties of time and space; their style of camerawork also liberates the camera from 
the autoptic mode (seeing with one’s own eyes) of documenting travel. It is, for these 
young men, a tool for impersonation and thereby to demonstrate an ‘attitude’. To 
help explain ‘attitude’, I refer the reader to Figure 4.21, which shows one of the 
participants, called AJ, posing as SRK with arms spread wide. He looks into the light of 
the sunset at Baga Beach. AJ puts his hands up, his knees slightly bent, embracing life. 
‘Posing like SRK shows my attitude,’ he says. I ask what attitude means to him. 
‘Attitude is the person inside me. It is what I do and how I deal with people and 
situations. It is important to have the right attitude.’ When asked further what the 
‘right’ attitude means to him, he struggles to explain it with words. He keeps pointing 
at photographs. ‘It is what you do!’ It becomes clear that performances on-screen are 
more than a ‘pose’. They are conveyors of one’s approach to the world.  
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By cutting, copying and pasting a pose from a movie, the participants do more than 
re-enact a pose; they align themselves on-screen with popular figures in a way that, in 
their understanding, reveals their attitude. They also align themselves with others who 
share this attitude – friends, family members or popular figures like actors and film 
protagonists. One of the camera’s seemingly inherent properties, for these young 
men, is its capacity to facilitate performance and social alignment. They spend time 
taking photographs in order to appear on-screen in a certain way. The portraits they 
create take the shape of film stills and the camera screen’s surface is a site of enacting 
and embellishing social ties with family members and friends. By performing as film 
stars, cricket players, politicians and other public figures, these intimate groups reach 
into seemingly unreachable social worlds. Herein lies the essence of ‘camerawork’.   
 
Camerawork as Prophesy 
This section lays out a speculative argument for camerawork as technical practice in 
the context of Timepass photography in Goa. I suggest that the ‘prophetic’ element of 
camerawork is in emergence. As introduced in Chapter 2, Pinney (2010, 2012) uses 
the term ‘prophetic’ to describe the camera’s ability to depict what is not (yet). During 
the nineteenth century in India, the small conjugal family unit was a common subject 
Figure 4.21 Participant posing as SRK at sunset on Baga Beach. 
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of photography, rather than large extended families or groups of friends (because the 
long exposure time required by early cameras to create photographs made working 
with large groups of people difficult). Pinney (2010, p. 160) writes that ‘the 
photographic studio enforced a new focus on marriage as conjugality – the 
relationship between husband and wife, rather than the alliance between lineages’. 
According to Pinney, these are processes of individuation that were foretold by the 
images. 
 
The reason that I call my argument ‘speculative’ is that I am not able to make my 
argument in retrospect – as Pinney does – and have only limited data at hand. I base 
my speculation on the transformations that India has been going through since the 
1990s. This economic transformation has created a consumer culture called a ‘new 
middle class’ (Berger & Heidemann 2013; Brosius 2010; Fernandes 2006). It is debated 
as to the extent that social immobility is preserved in the Hindu caste system (Deliège 
2011) and the extent that class still redefines social distinction in terms of choice of  
marriage partners, education and  profession (Allendorf 2013; Clark & Landes 2013; 
Derné 2008; Motiram & Singh 2012). What I am able to state is that I sensed that the 
young men I encountered seemed to experiment with acting out different social 
positions, which may be of a higher or lower status, on their camera screen. Similar to 
processes of individuation that were foretold by the images in Pinney’s example, the 
acting out of different positions foretells processes of discontinuation of social 
immobility. On the camera screen, the fictive, the fantastic and the imaginative 
become ‘alive’. Being friends, for the participants, means acting together as friends 
act in popular films like Dhil Chatha Hai (2001), Dum Maaro Dum (2011) or Go Goa 
Gone (2013). Posing, acting and laughing about photographs together is what the 
participants see as the freedom of photography. Like no other ‘instrument’, the 
camera allows the young men to appear on-screen and align with SRK, an action hero, 
a cricket player or other model. They are transformed into a new persona and depicted 
as having new social connections in their images by posing like Shah Rukh Khan and 
others. The practices of the selfie and groupfie point to processes of imagining that 
social change is possible for them.  
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In order to present this argument more fully, I have to explain another functionality of 
the camera screen. A screen serves not only as a viewfinder, as outlined in the first 
section. It may also display series of photographs in the form of an on-screen ‘album’. 
Compared to the paper-printed photo album, a digital album on a phone includes 
collections of photographs, videos and other files. These collections are saved as files 
on the device itself, on an SD Card inserted into the device, or into ‘cloud storage’ (for 
example, iCloud, Google Cloud). Devices  that connect to the Internet allow access to 
collections saved online to cloud storage or to social media sites such as  Facebook, 
YouTube or Instagram. These sites, as well as the ‘album’ on the mobile phone, allow 
for collections that extend and merge with other users’ collections. This means that 
on the mobile phone’s screen, an album may appear with photographs taken by 
various authors.  
 
 
 
 
 
 
 
 
 
The photographs can be instantly viewed, selected and deleted in these collections 
after they have been taken. Collections are structured in folders by date, place or type. 
Mobile phones with ‘touch screens’ allow users to swipe across from one image to the 
next. It is thereby possible to move across albums on one screen regardless of whether 
the images show a famous actor or a family member, are private or public, or have 
been taken professionally or personally. The camera is ‘blind’ to social relations in the 
same way the camera takes what is placed in front of its lens without judgment of 
appropriateness or norm. The screen is ‘blind’ to social hierarchies and socially distinct 
spaces, whether of caste or class, in the photographs. The screen as album may merge 
previously separate social spheres, collapsing them into the one surface. This means, 
in context of the groups of young men I encountered, that their images are made 
Figure 4.22   
Example of an album on-screen. 
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meaningful, in the album, as staged interpretations of shared visual cultures (that is, a 
shared knowledge of scenes and poses in popular Indian films).  
 
Let us recall Pinney’s elaboration on the ‘aesthetics of the same’ (2010, p. 154) as 
introduced in Chapter 2. In the album by photographer Abbas Ali, published in 1880, 
more than 300 Rajahs and Taaluqdars of Oudh were portrayed in the same size format 
(the carte-de-visite), regardless of the size of their land holdings. Here, as Pinney 
makes us aware, the album creates an ‘aesthetics of the same’ (Pinney 2010, p. 154), 
without distinct hierarchies. In a similar way, regardless of whether the individuals 
depicted are rich or poor, educated or uneducated, famous or anonymous, when the 
photographs are placed together in an album, the photographed subjects are brought 
into one space.  
 
The screen as album enables users to align themselves socially with popular figures 
through poses, props and backgrounds. By having themselves appear in the same 
space with Shah Rukh Khan, Kate Winslet and Leonardo DiCaprio, Singham and other 
popular figures, the young men make use of the camera’s inability to determine the 
social status of a person depicted in an image. The digital album replicates the 
‘aesthetics of the same’. The young men make use of this inability in a way that their 
photographs appear on-screen the same way SRK’s photograph appears. The screen 
as album mobilises a democratising effect by allowing the young men to reimagine 
their relationships with each other and with icons of film.  
 
This freedom of being mobile and aligning socially with film stars on the camera screen 
makes tourist photography ‘prophetic’. Photography as a visual medium may be 
aspirational when it is used to express intentions. For example, Andy said that he was 
thinking about photographs he might take in the Titanic pose at Fort Aguada at sunset 
if he ever came to Goa on a honeymoon: ‘Even if I don’t love her, it is about showing 
her that I want to love her!’ Photographic images allow the participants to explore 
their aspirations or to project their desires into the future. Another example that 
illustrates this point is a comment by Mike, a twenty-nine-year-old lawyer from Bolpur 
in West Bengal, about a photograph showing him on a (rented) Harley Davidson 
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motorbike in front of ‘Kingfisher Villa’, which I was told belongs to the founder of the 
‘Kingfisher’ brewing company: ‘Of course it is not my villa, but I can show with this 
picture what I want to achieve in life!’ In the examples above, photographs point to 
possible and aspirational futures. The prophesy – in Pinney’s sense – is more than 
about allowing people to express aspirations for a higher status via photographic 
images. It is about exploring social selves across social caste and class.   
 
Conclusion 
In this ethnographic chapter, I draw on the theoretical approach of Actor-Network 
Theory,  describing Timepass photography in terms of a network of agents that 
includes the camera, the camera's screen, touristic sites, performative poses drawn 
from movies, groups of friends interacting, the selfie/groupfie-stick, and popular 
movie scenes, as well as the circulation of objects that emerge within this network. 
The chapter presents a construction of tourist photography as facilitating performance 
and social alignment. It builds on fieldwork among groups of young male visitors to 
Goa from Indian metropolitan cities as well as rural areas to analyse their photography 
practice as collaborative and imaginative. In the next two chapters, I move on to 
explore an alternative concept of ‘tourist photography’ as a contested practice of 
taking photographs with foreigners (Chapter 5) and I also consider the transformation 
of the profession of commercial photographers (Chapter 6).    
 
1 Instantaneity, according to Larsen (2008), refers to the possibility of viewing, deleting, uploading and 
sending photographs immediately after having taken them. Mobility refers to new possibilities of 
storing and distributing photographs, which Larsen considers as ‘dematerialised’ in a network with 
other objects like computers and mobile phones: ‘Photography’s convergence with mobiles and the 
internet means that the technical possibilities of photography expand dramatically: Tourists can 
consume their photographs instantaneously on the screen; continuously delete and re-take 
unsatisfactory images; send live postcards by mobiles; email photographs to their network back home; 
and update blogs with their latest photographs so that people can travel along with them. And when 
they return home, they can connect their camera (phone) with their home computer and delete, edit, 
archive, “burn”, distribute and print photographs’ (Larsen 2008, p. 152). 
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Chapter 5  
Picturing Foreigners in ‘Not India’  
 
Goa, as ‘not India’, is a space that allows for a particular photographic practice: 
picturing foreigners. As introduced in the first chapter, Goa is inhabited by and attracts 
people from all over the globe, forming a tangled web of difference. With its 
Portuguese heritage, Christian majority and international tourists, Goa is a place that 
many of my particpants call ‘not India’ (see Chapter 1): ‘We come to Goa, because it 
is like going overseas without going overseas’, as one participant framed it. Foreigners’ 
presence and beach culture play a significant part in depicting and perpetuating the 
view of Goa as ‘not India’. Goa is a place that grants visitors from elsewhere in India 
rare access to foreigners and the camera is a tool that facilitates interaction for those 
visitors who strive to have photographs of, and with, foreigners. 
 
Figure 5.1 Group takes photographs of foreigners. 
 
 136 
Picturing foreigners is a complex practice. It polarises those visitors who embrace the 
opportunity to have a photograph of foreigners or of themselves with foreigners and 
those who condemn the practice. Those who embrace it include male visitors who 
take snaps of and with foreign women, and also families or groups of friends travelling 
together, or young couples on their honeymoon, all of whom seem to value 
photographs of/with foreigners. While some visitors take photographs overtly and 
with the consent of foreigners, often posing with them with amicable gestures, others 
do it in a hidden, more covert manner. Those Indian visitors who condemn the practice 
often actively resist it. The most contested case is ‘guy groups from the South’ (as 
some of my interviewees referred to them), who take photographs with ‘foreigners in 
bikinis’. Visitors who disapprove of this behaviour, or do not wish to be associated with 
it, sometimes protest by taking SD Cards out of the photographers’ cameras or by 
warning foreigners not to allow such photographs to be taken. I call those visitors, 
together with the Goans who condemn the practice, ‘gatekeepers’. It is a term that 
Caroline Scarles (2012) uses for tour guides in Peru who involve themselves in tourist–
local photographic interactions. The guides or ‘brokers’ (Scarles 2012, p. 937) position 
themselves with the authority to guard and control what may or may not be 
photographed.  
 
In Goa, foreigners may find themselves confronted with being photographed and 
asked for photographs in any kind of situation, be it at a touristic site like Old Goa’s 
churches, in the streets and on the beach or in restaurants and clubs. The majority of 
tourists tend to be perplexed about the interest of Indians visitors in them and seek 
an explanation, which is often that visitors have not met ‘Westerners’ before and 
therefore want a photograph of them. Often, they feel overwhelmed by the sheer 
deluge of cameras pointing at them (as in Figure 5.1). They develop coping strategies, 
from reactions of appreciation and enthusiasm to indifference and complete rejection.  
 
What all the desired subjects of photographs have in common – regardless of gender, 
religion or geographical origin – is that they are fair skinned. Fair skin connotes higher 
status, success, wealth and beauty in India (Jha & Adelman 2009; Karan 2008; 
Parameswaran & Cardoza 2009; Picton 2013). While fair-skinned foreigners are 
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accessible to Indian visitors in Goa by virtue of their presence there – on public 
beaches, for example – the camera additionally allows for various forms of contact to 
be made, either at a distance or close-up. It becomes a facilitator of such contact as 
well as a method of ‘catching’ interactions in photographs. The very fact of having a 
photograph taken with a fair-skinned tourist in Goa during a visit is, I will argue, a sign 
of upward mobility for many Indian visitors; it has democratising effects that both 
disturb and reproduce social hierarchies based on skin tone. This practice of picturing 
foreigners might be termed ‘reverse colonial photography’, as it entails a sense of 
capturing and objectifying white bodies, and enabling the circulation of these in a way 
that seems to repeat/reverse practices of colonial photography in India (see Chapter 
2). 
 
This chapter contributes to a growing body of literature on tourist–tourist interaction. 
Tourists do not interact only with locals. Interactions with fellow tourists may 
significantly shape the tourist experience and identity. Cultural tensions may arise 
between different groups of tourists, as studied by Iverson (2010), who looked at 
relations between (Balinese culture-aware) international tourists and (rude and drunk) 
Australian tourists in Bali, or Loi and Pearce (2015), who examined Mainland and Hong 
Kong Chinese tourists’ mutual accusations of bad behaviour. The tourist experience 
on cruiseships and package tours is also notably shaped by different levels of intensity 
of tourist–tourist interaction (Huang & Hsu 2009; Yin & Poon 2015). Holloway, Green 
and Holloway (2012) theorise tourist investment in fellow tourists as an ‘intratourist 
gaze’, which may be a disciplinary gaze (see also Chapter 2 on ‘the tourist gaze’). Other 
tourists are subjects of representation in travel blogs (Yagi 2001; Yagi & Pearce 2007), 
and the image of the ‘fellow tourist’ may be used as a marketing tool to attract tourists 
from similar backgrounds (for example, queer-friendly cruises) (Freire 2006). 
However, photographic interactions among and between tourists is underrepresented 
in studies of tourist–tourist interactions. 
 
Studies on tourist photography mostly focus on photographic interactions between 
tourists and locals, as I have outlined in Chapter 2. In that context, tourist photography 
is identified as a dynamic site for constructing difference intrinsically intertwined with 
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processes of ‘othering’ (Fabian 1983; Said 1978) and for conveying this Other as 
‘exotic’ (see Cohen, Nir & Almagor 1992; Thurner 1992, 1995). Early studies have 
reflected upon photography as a practice of appropriating and objectifying the Other 
who is represented as passive and powerless (Albers & James 1983, 1988; Chalfen 
1987; Urry 1990). More recently, this representation of the powerless, gazed-upon 
photographee has been contested by Maoz (2006) with her concept of the ‘mutual 
gaze’; by Gillespie (2006) with the concept of the ‘reversed gaze’; and also by Scarles 
(2009), who points out ethical considerations among tourists who are aware of the 
power relations at play. This chapter contributes to this body of literature by 
addressing a case where both photographer and photographee are tourists: in the 
terminology of Indian tourists in Goa, ‘visitors’ take photgraphs of/with ‘foreigners’.  
 
I commence this chapter by describing incidents and strategies I observed in 
interactions between Indian visitors and foreigners in Goa. I show that for the Indian 
visitors who became participants in my field research, photographic contact with 
foreigners ranged from ‘friendly pics’ with foreigners, creating ‘fleeting moments of 
togetherness’ (Scarles 2013, p. 909), to voyeuristic ‘takes’ of foreigners. I then go on 
to address a prejorative narrative about the visitors’ photographic practices that I 
discovered to be common among local Goans and in the local press. This narrative 
represents the visitor as invading the foreigner’s space and depicts the foreigner as 
needing to be shielded from the ‘invaders’. It might be termed a ‘gatekeeper’ 
narrative. As I argue in the last section of this chapter, building upon current debates 
on skin complexion and social hierarchy in India, the pejorative gatekeeper narrative 
may be seen to be triggered by the democratising effect of the photographic camera, 
which reproduces social hierachies and at the same time disturbs them by cutting 
across them. This ambuigity of the practice comes together in the images that they 
produce that simultaneously collapse difference by inviting social alignment and affirm 
difference by making the foreigner a desirable object of photography. Additionally, the 
gatekeepers discursively construct class difference through aligning themselves 
symbolically with foreign tourists against groups of visitors whom they pejoratively 
describe as undesirable, uneducated and pesky. 
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Fleeting Moments with Foreigners in Goa 
Foreigners heavily populate the beaches from Candolim Beach to Arambol Beach (see 
Figure 1.9), especially during the peak tourist season, bringing their customary beach 
culture with them to Goa. They sunbathe, drink, eat and sleep on the beach, walk 
along it in bikinis or ‘topless’ or shirt-less. Foreign males wear bathing trunks and boxer 
shorts on the beach, in the street and in supermarkets. This brings a certain kind of 
culture of nudity, or what in India would be considered near-nudity, to public spaces 
that has little parallel in the rest of India. As Goa is known as a space where fair-skinned 
bodies are exposed to view, many Indian men are attracted to the place, especially for 
the opportunity to see white female bodies (Hottoloa 1999, 2002a, 2002b; Saldanha 
2007; Wilson 1997). Hottola (2002b, p. 87) has written about the gendered tourist 
space in Goa in the 1990s, stating that many men travel to Goa specifically to see 
foreign women: 
 
In the context of Indian tourism, it is the foreign woman who becomes an 
object of a touristic gaze … Both the blondes on [the movie or TV] screen 
and the women on the streets get special attention. In the case of Indian 
beach resorts such as Goa and other congregations of Western tourists, 
local men specifically travel to the beach in order to see the Western 
women. They look for Other women who are supposed to be as beautiful 
and exciting as they are presented in the media.  
      
The following anectode provides an insight into Goa’s reputation as a place that offers 
such encounters. Swapnil, a thirty-four-year-old man from Kolhapur, talked about the 
fact that young men often walk along the beach to see women in bikinis. Swapnil 
explained (fieldnotes, 21 December 2014):  
 
We used to come to Goa and look at the girls. C’mon, you are young, you 
are not allowed anything at home, and then you come here and you are 
allowed to to to … you know ... It’s a dream coming true! Look, for 
 140 
example, these guys over there, just like we did it: You walk along the 
beach, all heads turning to the sunbeds, to see the girls in bikini … you see? 
[laughs] … No one is looking at the sea … all are looking at the girls [laughs].  
 
In talking about how groups of men walk along the beach, looking and taking 
photographs of and with foreigners, Swapnil stressed again to me: ‘C’mon, you 
know?!’ His question made me wonder: What do I know? In the course of my 
fieldwork, and especially my experiences of being asked for photographs by many 
visitors, including those who might be labelled ‘guy groups from the South’, I began to 
grasp that the practice had to do with Goa as a place perceived as ‘not India’, a place 
that, among other things, allows for meeting foreigners and where the photographic 
camera is an enabler of that. 
Figure 5.2 Candolim Beach in three sections: bath, walk, sunbath. 
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Figure 5.2 illustrates what I call the three zones of Goa’s beach, running inland from 
the water’s edge. To the left is the area for watersports, bathing and swimming. The 
middle section is for walking, looking and taking photographs, as described by Swapnil. 
The section to the right is the sunbathing area with beach shacks offering food and 
drinks behind. The sunbeds are mostly populated by foreign tourists. Figure 5.3 is 
Arambol Beach at low tide. Figures 5.2 and 5.3 depict a common scene of visitors 
taking photographs of beach scenery with sunbeds and shacks.  
 
 
Those visitors who aim to have photographs taken with foreigners develop strategies 
to do so. On the side of foreigners, they appear to develop strategies to manage the 
practice. Visitors establish opportunities to take photographs with foreigners in 
various situations, including where the latter are sitting on the beach, walking in the 
streets, shopping or having dinner in a restaurant. Not unsurprisingly, many visitors 
seek consent to photograph these foreigners, some by gesturing the ‘click!’ (a gesture 
with the right index finger that imitates pressing the top button of a SLR or DSLR 
camera). The most common expressions in English are:  
 
Figure 5.3 Taking photographs of Arambol Beach. 
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Ek photo, please! [Hindi for ‘one photo, please!’] 
Can I have a pic with you? 
One picture, please! 
 
It seems that the fact of being able to take photographs is perceived as a sign of 
modernity and ‘progress’ among recently relatively affluent people. One research 
participant, a twenty-three-year-old student from Kochi, made the following 
observation while we were talking about ‘old’ analogue photography compared to 
‘new’ digital photography: ‘Ancient cameras were for foreigners or for business men 
only. My parents could not afford it. I am the first in my family with a DSLR.’ Owning a 
digital camera was a matter of pride for him,  an achievement for himself and his 
family, a sign of upward mobility. The way he made the statement also conveyed a 
sense that photography as a practice was a way of demonstrating the wealth of the 
‘new’ India. A consciousness of new wealth also seemed to inform the comment of 
another participant, a twenty-two-year-old student from Pune:  
 
They [foreigners] come here to take photos, but they only take pictures 
with poor people. This is not India. They want to show India as poor. They 
don’t want to show that India is rich. There is much more and we [him and 
his friends] can show this now. This is the power of cameras.   
 
Here the camera in the hands of Indians seems to be seen as an instrument for 
countering foreingers’ use of the camera to depict India as poor. There is a sense of 
making a claim to a new kind of  ‘India’ via the use of cameras.  
 
Turning to the strategies of visitors in seeking consent to take photographs of 
foreigners or with foreigners, I mention an encounter that occurred one afternoon 
during monsoon season on Baga Beach. The sea was too rough for any watersports so 
most tourist activity was limited to activities on the beach. Most of the restaurants 
and bars in the beach shacks were closed. At that particular time of the year, few 
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foreign tourists visit Goa compared to the number of Indian visitors. Sue, a backpacker 
from Ireland, and I were having a chat and a drink at a shack that was open. A group 
of young men, friends who were visiting Goa from elsewhere in India,  
walked up from the water’s edge to the shack. They opened a conversation with us 
and initiated a photographic interaction by asking for consent to take photographs 
with us, to which we agreed.  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
The young men took their time and laughingly asked a few questions: What is your 
name? Where are you from? Do you like India? Are you travelling alone? The whole 
act of having our photographs taken with them took a couple of minutes. Figure 5.4 is 
one photograph out of a series that they took, a series grouped into various 
constellations. The constellations were as follows: each young man alone with each 
foreigner, which is called ‘single pic’; each young man alone with both foreigners; two 
of the three young men with the two foreigners. With handshakes all round, the 
interaction finished and they left. 
 
After the group left, the father from a family group in the background walked over and 
asked to have photographs taken with us, too. While we agreed to do so, their teenage 
son refused to take part. As he did not want to be in the photographs, he became the 
Figure 5.4 Two young men from Chennai having a photograph taken with 
foreigners. 
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photographer who took them. Again, a series of photographs was taken: women only, 
the family with foreigners, the father with the foreigners. In both  
examples consent was sought. While the first was a ‘cold’ approach, the second was 
on the premise that since consent had been given earlier to others, it would likely be 
given again. 
 
While seeking consent is common, it cannot be denied that photographs are also 
taken without the subject’s permission or without any preliminary conversation to 
determine consent. One strategy is to frame a photographee posing in the foreground 
of a setting in the background in which a foreigner is present. This strategy is common 
and easy to observe on several beaches. Figure 5.5 is a photograph that I took at 
Vagator Beach while interviewing the commercial photographer Diwarka (see Chapter 
6). At the request of his customers, he took the above photograph of them posed on 
the sand in front of the foreigners. ‘Consent’ in this case is given indirectly by the 
foreigners not overtly opposing the taking of the photograph.   
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Other strategies for taking photographs without consent are to pretend to be taking 
photographs of the scenery or landscape while surreptiously zooming in on a 
particular person (with a zoom lens or a digital zoom), holding the camera at hip height 
Figure 5.5 Commercial photographer (with hat) takes photographs with 
foreigners in the background. 
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so the photographee is unaware, or pretending to take a selfie with a mobile phone 
but using the ‘reverse’ function to direct the camera away from rather than towards 
the photographer. These strategies aim at allowing the photographer to avoid being 
seen or noticed when pointing the camera towards foreigners; however, they are 
easily exposed publicly since any bystander behind the photographer can see what is 
occurring – a fact that some photographers seem to forget.  
 
These strategies show that foreigners in Goa are perceived as more or less 
approachable with the camera and a pose together for the camera creates ‘fleeting 
moments of togetherness’ (Scarles 2013, p. 909). In her work in Peru, Scarles noted 
that tourists from UK in Peru used the act of taking photographs together with locals 
as an opportunity for social exchange and interaction. She describes the whole process 
of taking and viewing images on the spot as ‘playful’ (2009, p. 942) and as a ‘mutually 
beneficial relationship’ (2009, p. 943).  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 5.6 illustrates the significance of a pose in this context. It shows Rajesh, a 
twenty-two-year-old student from Delhi, who is on the right with the guitar, and was 
taken by a friend of his. The guitar belongs to the foreigner in the image (who was 
Figure 5.6 Fleeting moments of togetherness: Rajesh with foreign tourist, 
performing for the photograph. 
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unknown to me). When showing me this photograph, Rajesh explained: ‘He is a very 
friendly guy. I ask if I can hold his guitar and he said yes, and we take this pic together. 
Looking Good, isn’t it? Looks like we are friends [laughs].’ This statement conveys the 
intention of creating a impression of friendship in the image.  
 
It occurred to me after my fieldwork that taking photographs with foreigners can be a 
form of invitation extended to the foreigner to join the visitor’s social group. As I have 
described in Chapter 4, taking photographs together is a highly social bonding activity. 
In the language of the young male participants, it is Timepass. The foreigner might see 
it as a case of the Indian visitor ‘joining’ her/him in a photograph, joining in the sense 
of joining the foreigner in her/his space or sphere. But the impression I got from the 
participants was that they saw it as the foreigner being brought into, or invited into, 
their own social space. 
 
 
 
 
 
 
 
 
 
 
 
 
The bodily poses underline this invitation to participate in the group. A pose is the 
medium that creates a connection, both within and outside the frame. Within the 
frame, they create connection by choosing and directing poses that indicate a social 
relation; outside the frame, they create connection by using the camera as medium 
for further interaction, such as a short chat. Figure 5.7 provides an example of an 
often-requested pose that creates what seem to be ‘fleeting moments of 
togetherness’ (Scarles 2013, p. 909). It involves standing next to each other and 
Figure 5.7 Fleeting moments of togetherness. 
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enacting a ‘natural pose’. ‘Natural pose’ is a term used by participants for a pose that 
does not look performed. Other poses can be a handshake or the placing of arms 
around shoulders to signify friendship. If no interaction with foreigners can be 
displayed in the image, as in the case of strategies without consent, no fleeting 
moments of togetherness can emerge. It is as if the invitation to join the group, and 
possibly in broader terms, the Indian social system, is rejected. How do foreigners 
react to the approaches of visitors via the medium of photography?  
 
In his study on international tourists in Goa, Bandyopadhyay (2010) argues that foreign 
tourists demonstrate a neocolonial attitude towards being photographed. According 
to him, they claim (Indian) space, use services that they cannot afford in their place of 
origin, and then show uninterest in being photographed. In his ‘photo-elicitation’ 
research on Goa’s beaches, he asked for consent to take photographs of foreigners. 
The response to his request mostly was ‘I don’t care’ or ‘take as many photos as you 
want’. Bandyopadhyay interprets their lack of interest as a neocolonial attitude that 
replicates a colonialist attitude. ‘The tourists’ don’t care attitude towards Indians 
emphasized their superiority and imperial mentality to the primitive helpless locals’ 
(Bandyopadhyay 2010, p. 203). His results are different to my observations in 2014 
and 2014/2015, which show that the responses are more complex than this. I accept 
that there are clearly racialised dynamics at play here: visitors grant a privileged 
position to foreigners by inviting them and not fellow (unknown) Indian visitors into 
their images. They thereby reinforce a racial hierarchy that values white over brown, 
while white foreigners display their privilege by imagining that they are looked upon 
as something akin to royalty. Yet Bandyopadhyay’s reading of neocolonialism is 
troubling for the way it reinscribes the white foreigners as agentic and Indian visitors 
as powerless and in a position of dependency, particularly when it comes to obtaining 
white consent to picture-taking. First, we must remember that consent is not always 
sought; but more importantly, might we not also read the Indian visitors who opt for 
photographs with foreigners as demonstrating agency? That is, we may think of 
visitors as extending an invitation to foreigners to become a part of their own holiday 
in a mutual exchange of companionship, albeit staged. White foreigners are entreated 
to perform intimate, though imaginary, romantic or friendship relationships for the 
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camera in ways that demand reciprocity. Further, my fieldwork shows that the 
practice of photographing foreigners may in fact disrupt the colonial comforts of 
‘invisible’ whiteness (see Dyer 1997), where privilege equates to being socially and 
culturally ‘unmarked’ by race. In Goa, white foreigners are, on the contrary, 
confronted by their skin colour in their negotiations with Indian visitors who request 
photographs of them. Recognising the power relations that attach to whiteness may 
make foreign tourists uncomfortable, which is suggested by the fact that they prefer 
to explain the attention they get in terms of ‘celebrity’, rather than whiteness. Or they 
may explain it in relation to rarity, where visitor-photographers are seen to be ‘Indians 
who do not often meet white people’ (Thomas, fieldnotes, 19 January 2015). In this 
sense, these rationales may be considered ‘neocolonial’; but they are also a response 
to the foreigner’s surprise that the Indian gaze has been turned back upon them. Thus, 
I suggest that these photographic practices are complex and do more than simply 
reproduce the disembodied colonial gaze, as Bandyopadhyay implies.  
 
During my research I observed a whole range of reactions on the part of foreigners, 
from enthusiasm to fatigue and refusal. Sue, the backpacker from Ireland in Figure 5.4 
stated: ‘I don’t mind it. I think it is harmless. They just want a photo.’ Others express 
vulnerability and feelings of threat. Romina, a thirty-one-year-old backpacker from 
Italy who had come to Goa repeatedly, stated that she avoids beaches that are 
populated by Indian visitors: ‘Oh my god, there is no way that I would go to Calangute 
in bikini. My favourite beach is Arambol. I can lie in the sun and relax without these 
sharks around me.’ By sharks, she means the gazing visitors. Vincent, a twenty-three-
year old student from the Netherlands and second from left in Figure 5.7, summed up 
his experience as follows: 
  
I crack up every time they ask me for a photograph. I am blond and have 
blue eyes, so I understand it is special for them … but … you know [laughs] 
the fact that they ask for it [laughs] while I just have a beer in the 
restaurant … [he laughs] … I have to admit, it makes me feel like a star. 
(fieldnotes, 23 January 2015) 
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Like many foreigners, Vincent assumed that his exotic appearance was the significant 
criterion for visitors requesting a photo. He also pointed out that for him the situation 
often seemed too banal (like having a beer in a restaurant) to warrant a photograph. 
This commonly leaves foreigners puzzled. They learn their own strategies for 
managing the extent to which they are ‘approachable’.  
 
An expressive image that conveys the need for foreigners to ‘manage’ the situation is 
the photo at the introduction of this chapter (see Figure 5.1). It shows a group of men 
from a ‘small town’, as they say, in Maharashtra using their mobile phones to take 
photographs of a group of female foreign tourists. The men asked for consent before 
taking the photographs and the foreigners agreed. Some photographees I spoke with 
expressed feelings of being overwhelmed by the number of cameras around them, as 
Figure 5.1 suggests could be the case, perceiving it as ‘too much’ (Susan, fieldnotes, 
23 January 2015) or ‘very irritating’ (Anja, fieldnotes, 23 January 2015).  
 
 
 
 
 
 
 
 
 
Another example is depicted in the photograph in Figure 5.8, which was taken by me. 
It shows a group of young men who arrived at Vagator beach during their bus tour in 
North Goa a few minutes before I took the photograph. The scene centres on a woman 
who willingly had photographs taken with members of the group. She seemed to enjoy 
the attention and the men seemed excited about the photo opportunity. The scene 
unfolded with the group joking and enjoying themselves, except for the woman on the 
Figure 5.8 Visitors taking photographs with ‘foreign woman in bikini’. 
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left in the wide-brimmed sun hat. She was angrily telling the young men to stop taking 
photographs. The woman (in a bikini) was willing to pose for the camera, with and 
without the young men beside her. Her comment to me was: ‘It is fun! I enjoy the 
attention!’ However, she also talked about precautions. She went on: ‘And my 
boyfriend is just there!’ (pointing to the beach-ball field). After the photo-shoot, the 
boyfriend and his friends invited the group of young men to play a match with them. 
It lasted a couple of minutes before the group had to move on as their bus was leaving. 
Her comment indicates that her boyfriend’s presence had a key role in the way she 
managed the situation.  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 5.9 is an image taken by participants showing two members of their group with 
a foreigner. It is the only case where I was able to obtain a copy of a photos  
taken by visitors of themselves with a female foreigner. I assume they allowed me to 
have the copy because of a relationship they established with me during their 
Timepass photography (Chapter 4).                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                
                              
What follows is a scene that has much in common with the situations I observed in 
Goa. Saldanha (2007) has studied the racialised nature of the foreigner’s tourist gaze 
in Anjuna, North Goa, during his fieldwork in the late 1990s.1 Saldanha (2007, p. 116) 
Figure 5.9 Photograph with female foreigner on Arambol Beach. 
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gives an account of what he describes as ‘embodied interactions between male bus 
tourists and female sunbathers’ in Goa: 
 
Holding hands and embracing each other (as is common among same-sex 
groups in India), in groups of two to fifteen, the young [male] Indians faux-
casually walk as close to white women as they dare, keeping their eyes on 
the sunbathing bodies as long as possible, slowing down as they come 
closer, sometimes making jokes and prodding each other. An old ritual 
consists in bus tourists asking white women (or couples) to pose with them 
for a photo, usually preceded by a ‘Hallo, which country?’ A more timid 
interaction is when bus tourists sit for long periods under the shade, where 
they can get a good view of women nearby, or where they can wait for 
them to emerge from the water. 
 
Saldanha (2007, p. 117) continues with an account of  ‘faux-massages’ given to Welsh 
girls by tipsy Sikhs. He calls this interaction ‘racialised sexism’ in the context of his study 
on ‘race’ as materially embodied and not only discursive (Saldanha 2007). My aim is 
to show that Goa is a place which facilitates visitor–foreigner interaction and 
photography is a medium that does more than record these interactions, it disturbs 
the existing social-racial heirarchy.   
 
So far, I have shown some of the facets of how the photographic camera enables 
visitor–foreigner interactions to unfold. Goa is a place that allows for moments of 
togetherness and ‘friendly pics’, as some visitors call them, which may be interpreted 
as invitation into the group. However, some encounters take place amid contestation 
and disagreement. I suggest that these cases have in common the notion of ‘capture’. 
The concept of capture is evocative of conquest, in opposition to a friendly or 
hospitable invitation (to be photographed). I illustrate this with a photographic 
encounter that occurred during my fieldwork, in which it appeared to me that the 
photographer ‘took’ and disrespected the photographee in a way that violated the 
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subject’s bodily autonomy, similar to the objectifying gaze of white travellers in the 
early colonial period (see Chapter 2).  
 
The incident at Baga Beach, North Goa, occurred in the early afternoon on a hot and 
sunny day, with a calm sea, and the beach was filled with families, couples and groups 
of friends, visitors and tourists mingling in the crowd. I had met Vaishnavi, a twenty-
four-year-old student from Pune, and her family the day before on the same beach. 
We had spent some time together walking, and during this time I had  interviewed her. 
We met again the following day so that we could spend time on the beach and I could 
also ask her further questions. Vaishnavi was beside herself with annoyance when we 
were asked for photographs from a visitor (who was visibly drunk) at one of the beach 
shacks, on Baga Beach. My fieldnotes (14 February 2015) read:  
 
Vaishnavi and I walk into the bar. A drunk man jumps up from his chair 
with his pocket camera all ready to take a snap with us. He is having 
trouble looking straight, his complexion is red from heat and alcohol, and 
sweat runs from his forehead. He gestures that he wants a photograph 
with us. Vaishnavi shakes her head in disagreement. I agree, thinking 
jokingly, ‘That’s gonna be blurry anyway’. He takes a picture or two. He 
gestures that he wants a picture of him and me. Vaishnavi – unwillingly – 
takes the camera, while he and I stand next to each other, me busy trying 
to get his hand off my shoulder. Click! I feel uncomfortable now and I see 
why Vaishnavi has been so beside herself. The man is very offensive by 
ignoring my attempts to get his hands off my shoulder. The picture is 
taken. Vaishnavi and I literally escape out of his sight. On the beach, she 
rages over the behavior of the drunk man: ‘They come here to get drunk 
and to get girls. It’s disgusting! Shameless! They are shameless!’ She 
continues with a lecture to me: ‘Don’t be friendly! Don’t agree! Just don’t 
be friendly! They know no limits. They touch you wherever they want!’ 
[She gestures with her hands as if she were holding onto something]. 
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In this case, I had the photograph taken with my consent. Vaishnavi warned me to not 
put myself at risk and there was also some anxiety slipping in from my side. It became 
an intimidating encounter that made me aware of the concept of ‘capture’ in a very 
physical and tangible way. For Vaishnavi, and in the course of the incident also for me, 
the man’s gesture of putting his arm around my shoulder was not a pose of friendly 
connection or a moment of togetherness, as I had previously experienced in Goa, but 
a pose of holding and claiming, in this case my (dressed) physical body. I interpret 
Vaishnavi’s fury also as a response to a sense of ‘capture’ in which she has unwillingly 
become a co-producer by taking the photograph. Although she did not use the word 
‘capture’, her gesture of grabbing something with her hand indicated a sense of 
capture to me. 
 
In Chapter 2, I traced the terms ‘capture’ and ‘take’ in photographic terminology back 
to the introduction of the photographic camera in the mid-eighteenth century. In this 
period of linked colonial European expansion and scientific exploration, the 
photographic camera in India, especially in the hands of anthropologists and colonial 
administrators, was a tool to create visual records of Indian bodies – objectified, 
racialised and exoticised. These visual records were then circulated back to and within 
Europe. I suggest that the element of ‘capture’ in the case of the visitors 
photographing foreigners on Goa’s beaches reverses this colonial practice. Not only 
are foreign bodies subject to the ‘take’, these photographic ‘takes’ are collected in 
digital cameras and circulated through online Indian networks. This is the sense in 
which I call it a practice of reverse colonial photography. 
 
I have shown multifaceted forms of visitor–foreigner interaction with the 
photographic camera, photography being a medium that establishes those 
encounters. Despite the multifaceted nature of this practice, the desired subjects all 
have one feature in common: fair skin. This fetish for fair skin, fuelled by the 
photographic camera, unfolds in a complex web of racial and social hierarchies that 
are reproduced and disturbed simultaneously. The visitors reproduce racial/social 
hierachy in expressing their aspiration for a higher status that fair-skinned foreigners 
represent by having or wanting a photograph with them. At the same time, by inviting 
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the foreigners to pose with them, they create a form of social alignment that breaks 
with this hierarchy. Goans and those who oppose the practice see their privileged 
position as under threat. This constitutes a disturbance of a class hierarchy that they 
themselves construct by drawing on narratives that disparage and abject Indian 
visitors on the basis of their assumed low education and rural origins. 
 
Skin Complexion, Gatekeepers and Global Connections  
During the course of my fieldwork, what I take to be the fetishisation of fair skin on 
the part of Indian visitors became apparent in several incidents. This was not only with 
reference to visitor–tourist interactions. For example, when the young men who 
participated in my research viewed a photograph they took of themselves, there were 
countless comments and complaints about looking ‘black’ or that ‘face is too dark’. In 
nightclubs, they used flash photography to highlight and ‘whiten’ their faces (a close-
up flash can cause overexposure and a ‘washed out’ image). A fair-skinned person 
looks like ‘a ghost’, as one participant put it in reference to my face, describing his own 
face as being like ‘a monkey’.2 The young men sunbathe only in order  to observe fair-
skinned (female) foreigners in bikinis. They reject the practice and ridicule it as useless 
for themselves: ‘Who wants to be more black?’ or ‘I am brown already’.  
 
Goa’s ‘racialised sexism’, as Saldanha puts it (2007, p. 116), requires careful framing.3 
While the category of ‘whiteness’ in Saldanha’s study is relatively distinct, during my 
fieldwork in 2014/2015 the Indian visitors I encountered discriminated between 
different kinds of fair skin. There exists a ‘normative palette of idealized light skin color 
in India’ (Parameswaran & Cardoza 2009, p. 217), which ranges ‘from the white skin 
color associated with Northern European Caucasians to olive skin color associated 
with Southern European Caucasians and the North Indian Punjabi community’ 
(Parameswaran & Cardoza 2009, pp. 217–18). Whether the roots for this idealised skin 
colour in India are a colonial legacy or lie in the traditional Hindu caste system (Karan 
2008; Mishra 2015; Nadeem 2014), most relevant for my argument is that fair(er) skin 
tone signifies a socially and economically high(er) status (Eric et al. 2008). 4  This 
hierarchy appears to be both reproduced, in the way that whiteness is singled out as 
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an object of desire, and disturbed by the democratisation of photography in India that 
allows for a  ‘reverse colonial photography’ in Goa. The emergence of ‘gatekeepers’ 
unveils this disturbance.      
 
The fetishisation of fair skin is complicated on the beaches of Goa by a tension 
between two groups. There are on the one hand those who strive for photographs 
with foreigners and thereby reveal their fascination with fair skin and its association 
with wealth, success and beauty. The democratisation of photography allows them to 
act on their fantasies to a limited extent. They socially align themselves with foreigners 
in the photographs by posing with them. On the other hand, they trigger a reaction by 
those Indians who condemn the practice of visitors seeking to have their photographs 
taken with foreign tourists. I call them ‘gatekeepers’. They may be Goans or visitors 
from elsewhere in India, and their condemnation is esepecially targeted at ‘guy groups 
from the South’ taking photographs with ‘foreigners in bikinis’. Their actions, 
descriptions and comments show a pejorative attitude which, I suggest, shows that 
the democratisation effected by photography ‘disturbs’ hierarchies. As gatekeepers, 
they align themselves with foreign tourists with whom they identify and assume a 
status that is generally conferred to (white) foreigners in India. I elaborate this point 
by describing a number of incidents from the field.  
 
In the first incident, I draw from an evening dinner with befriended Goans in their 
thirties, some of whom work in tourism. I would sometimes go out with them but did 
not consider the time I spent with them to be part of my fieldwork. It was back in 
Sydney in the course of my analysis that I came to realise the significance of an aspect 
of their discourse with me. I realised that whenever I mentioned that I was doing 
research on photography, the issue of the ‘guy groups from the South’ arose. One 
particular evening, I told them that I had observed photographic interactions on the 
beach between foreigners and visitors. Maria, one of my befriended informants, 
explained: ‘It is the villagers who have never seen fair people before. We are different. 
We see you [foreigners] all the time. Why would we bother? [laughs].’ Natalie, her 
friend, agreed: ‘We don’t do it. I mean, we see foreigners all the time. It’s the guy 
groups from the South. They are disgusting! We locals don’t do this!’  
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Maria and Natalie both reject the practice of photographing foreigners. Their 
explanation is that they are ‘used to’ foreigners. By doing so, they seem to reject this 
form of exoticising, and thereby objectifying foreigners, via photographs. Both their 
comments also express a bias against those who seek to have their photograph taken 
in the company of  foreigners. While I had only been talking about visitors and 
foreigners, for Maria and Natalie it was a matter of gendered interaction: male versus 
female, and also North versus South. Additionally, Natalie pointed to the interaction 
being sought by ‘uneducated’ and ‘backward’ villagers. This correlates with a certain 
pejorative view of the south of India as ‘primitive’, ‘uneducated’ and ‘dark-skinned’ 
(Parameswaran & Cardoza 2009, p. 225). This pejorative construction of the ‘backward 
villager’ becomes more apparent in another incident. My informant, Leo, who runs a 
guest house and a food shack, told me one rainy monsoon afternoon about how Goa 
had changed: ‘Last year, I had to take someone’s SD Card out. They are shameless! 
They just came, take a photo of my guests, my guests lying on the sun bed, and leave. 
No shame, like animals, no shame!’ By ‘them’, Leo means villagers, whom he further 
describes as groups of ‘drunk’ and ‘uneducated’ men. For Leo, those visitors to Goa 
are a problem. In his experience, they annoy his guests, who are mostly foreigners, by 
harassing them with cameras and at times physically by touching them when posing 
for a photograph. He also tells of incidents when he had to save his female guests from 
being, in his view, molested in his food shack or when walking to their rooms.  
 
This entire discussion intensified during my first fieldtrip, in 2015,  when newspapers 
reported a possible ban of bikinis in Goa. The Times of India reported that Goa’s chief 
minister linked the problem of women’s safety to alcohol consumption by men, not to 
bikinis and photographic cameras, and promoted maintaining the prohibition of  
alcohol on beaches (Times of India 2014). India’s state minister, Sudhin Dhavalikar, as 
reported by the British Telegraph, suggested the bikini ban in order to keep women 
‘safe’ (Bedi 2014). Natalie, my befriended informant, commented on this response by 
politicians, telling me how she remembers as a child seeing ‘hippies’ naked on the 
beach: ‘What did my parents say to me? “Look away!” There is nothing wrong with 
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being naked or wearing bikinis. The issue is that no one taught those guys to look 
away!’ Here, Natalie sees the issue as a lack of education in the correct values.  
 
The kind of comment Natalie made and her reaction not only occurs on the part of 
Goans towards visitors, but also among certain groups of visitors. In their study of 
young visitors from India in Goa and their perceptions of ‘self’, De Groot and Van der 
Hoorst (2014) report a similar reaction to that of my informant Leo, arising among 
some Indian visitors. To quote De Groot and Van der Hoorst (2014, p. 11):  
 
As observed during the fieldwork in Goa, men frequently stare or even 
photograph the females, something feared by some of the interviewees. 
One student relayed an episode in which he erased pictures from a man’s 
mobile phone after he took unsolicited pictures of one the student’s 
female friends. Such experiences are seen as degrading, the ‘backward’ 
side of India, emphasized through the use of words such as ‘cheap’ and 
‘uneducated’, despite the fact that some of these men may well be highly 
educated and well off.  
 
The reaction of taking away the SD Card, reported here by De Groot and Van der 
Hoorst, was the same as Leo’s response and represents a capturing of the capture-
image, theoretically taking it out of circulation. The authors note that the men might 
be ‘highly educated and well off’ but are uneducated in what they consider proper 
values. This points to the practice of taking photographs with foreigners being 
interpreted in the manner in which it becomes a form of social distinction. As De Groot 
and Van der Hoorst (2014, p. 11) explain: ‘By distinguishing themselves from these 
men, the interviewees highlighted and asserted their middle-class and “modern” 
status, within which people’s choices such as dress sense are respected.’ 
 
This construction of the ‘other’ visitor or ‘other’ Indian as uneducated, backward and 
a villager expresses the pejorative view I encountered of the young men categorised 
as ‘guy groups from the South’. I encountered difficulties in obtaining information 
 158 
about this group who took photographs of ‘foreigners in bikinis’. I did not find anyone 
wanting to admit to having taken such photographs, let alone anyone who would show 
me any, and this flagged for me the contested nature of the practice. Also, visitors 
seemed unwilling to discuss the issue with me in English, my only language of 
communication with them. Given these limitations, I wasn’t able to confirm whether 
these ‘guy groups from the South’ were, in actuality, from the South or largely 
working-class rural Indians. However, from the conversations I had with my Goan 
friends, it seems reasonable to assume that this social distinction was largely a 
pejorative discursive construction.5 
 
By establishing their status as ‘middle-class’ and ‘modern’ as De Groot and Van der 
Hoorst indicate, those articulating the pejorative discourse act as ‘gatekeepers’ 
controlling who has access to foreigners. By taking out SD Cards, warning foreigners 
not to allow such photographs to be taken and by other actions, they aim at protecting 
and controlling a status quo which has been disturbed by the democratisation of 
photography. What I interpret to be a case of reverse colonial photography disturb 
the harmonious relationships between Goans and foreign tourists: both the Goans and 
those visitors who condemn the practice, establish themselves as socially distinct and 
superior. This is not to say that they are not making a justified point about sexism. 
Their worry about the safety and freedom of (female and male) foreigners through 
the photographic interaction is an expression of societies with a strong gender divide. 
 
 
Conclusion 
 
In this chapter, I have addressed the reversed nature of the colonial gaze in the 
practice of taking photographs with foreigners. It has to be pointed out that these 
interactions are highly gendered. The reversed gaze is a highly sexualised gaze on the 
part of the Indian men photographing white women. It is ‘reversed’ in the sense that 
it is a ‘looking back’ that reverses the power relations of colonialism and the colonial 
gaze, but at the same time it replaces the colonial gaze for a masculine sexualised gaze 
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(upon white women) that imposes a different form of dominance  and power. This 
aspect of the complexity of the reversed gaze may be foregrounded in the light of 
feminist- and gender- aware literature in tourism. 
 
This body of literature sheds light on the sexualised tourist/host gaze (Enloe 1989; 
Pritchard & Morgan 2000a; Pritchard & Morgan 2000b; Rao 1995) and also the 
sexualised host/tourist gaze (Hottola 2013; Hottola 2014; Jordan and Aitchinson 
2008). As Pritchard and Morgan (2000a,b) point out, the tourist gaze is a male gaze. 
This aspect becomes apparent in global tourism advertising campaigns in terms of 
visual images and language. It is also mainly a heterosexual gaze. As Morgan and 
Pritchard (200a, p. 891) point out, '[t]hese representations of gender and 
heterosexuality have led to women being represented as exoticized commodities 
which are there to be experienced'. In the context of their work, it is non-Western 
women who are exotized. Hottola (2013) points to the exotizising of Western women 
in the context of South Asia. While during colonial times 'the native' woman has been 
the object of desire, the reverse gaze reveals the stereotype of foreign woman as 
'amoral and available' (Hottola 2013, p. 219) to sexual the desire of Indian men. This 
stereotype partly owes to the fact that in India pornographic images often portray 
foreign women. Hottola (2013, 2014) argues that this leads to a 'cultural confusion' 
where Indian men in genuine belief that foreign women are indeed sexually available 
become confused when these women react with rejection. Taking photographs of 
foreign women (e.g., on the beaches o Goa) thus carries a subtext of amorality, of 
breaking societal norms. This argument by Hottola fits well with what I observed in 
Goa – the place that is not India. 
 
Therefore, although the Indian men I have described photographing white women on 
Goa’s beaches are, at one level, reversing the gaze in terms of colonial power, they 
are also reproducing the male gaze. What remains to be interrogated further, though 
it is outside the scope of this thesis, is whether this male gaze in India reproduces not 
only heterosexual fantasies, but also homosexual desires. 
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Actor Network Theory helps to untangle the complexities of this specific case of 
tourist-tourist interaction. It reveals the network of agents reproducing the colonial 
gaze and at the same time disturbing it. These agents comprise local Goans, visitors 
from India, foreign tourists, males, females, 'fair' people, brown Indians, the camera, 
Goa as place of opportunity to encounter 'the (female) other', the camera facilitating 
the reversing of colonial/colonised categories and also the male gaze gazing upon 
female bodies.  
  
The next chapter focuses on the profession of commercial photography in Goa. The 
digitalisation of photography has, for commercial photographers, two sides: on the 
one hand, it has fuelled the democratisation of photography, meaning a decreasing 
demand for their professional services, and on the other hand, it has meant an 
improvement in the service they can offer. Combined with the digital, mobile printer, 
the previously long process of taking, developing and distributing the images now 
takes place in a matter of a few minutes.    
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1 Saldanha’s (2007) study on globalised music culture in Goa contributes to the field of whiteness 
studies that interrogates race and white identity in terms of discrimination and privilege (Allen 2006 
[1975]; DuBois 1920; Dyer 1997; Frankenberg 1993). He shows that young foreign travellers come to 
Goa to escape their (white) identity, but they instead reinforce racial superiority through enjoying the 
benefits of holidaying in a poorer country, in which they experience their relative wealth.  
2 The appearance of their skin colour was highly significant in their practice, yet this undesired aspect 
relates also to the photographic camera’s limitations of replicating. According to media scholar Richard 
Dyer (1997), the camera has technical limitations which allow for an accurate replication of fair skin 
complexion, but not dark(er) complexions.  
3 According to Hunter (2005, 2007), discrimination based on skin tone is two-levelled. First, there is 
discrimination based on race (like black, Latino, and so forth) and second, discrimination that privileges 
lighter or fairer skin tone over ‘dark-skinned counterparts’ (Hunter 2007, p. 237), The fetishisation of 
‘fair’ skin in Goa may involved both ‘racism’ and ‘colourism’.  
4 The increase of skin lightening products in in India and its diaspora (Glenn 2008; Leong 2006; Peltzer, 
Pengpid & James 2016), as well as recent critiques of this ideal in India (Jha & Adelman 2009; Karan 
2008; Osuri 2008; Parameswaran & Cardoza 2009; Picton 2013) speak for this prefrerence of light(er) 
skin tone.  
5 A socio-psychological explanation is the projection of an assumptions of one group of tourists onto 
another group of tourists in order to claim one’s own status (Gillespie 2006). Based on the fact that 
foreigners, as far as I have discerned and discussed, do not feel as discomforted as gatekeepers might 
suggest, gatekeepers might project their assumptions about fellow visitors who take photographs with 
foreigners onto what they assume foreigners think of being photographed by visitors.  
 
                                                     
162 
 
Chapter 6    
Commercial Photography in Goa 
                                                                                                                    
This chapter contributes to the subject of ‘commercial photography’ in tourism. This 
subject is underrepresented in tourism studies. The likely reason for this gap is that 
these photographers serve mostly local, non-Western tourists, which is itself a group 
that has not yet received wide attention by (Western) academics. The role of 
commercial photography has been addressed in a few anthropological studies that 
report on examples of commercial photography for domestic tourists in Africa and 
South Asia. These examples speak to the significance of commercial photography 
within tourism settings. In Kenya and Tanzania, for instance, Behrend’s (2013) work 
has examined the practices of professional ‘street photographers’ and ‘ambulant 
photographers’, who pictured African tourists and migrant workers in their mobile 
studios and stalls from the 1980s up until recently. MacDougall (1992), and 
Figure 6.1 ‘Cutout’ figures of actors, politicians and cricket stars used by commercial photographers. 
Photo by British artist Martin Parr, in Chennai (2005). 
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MacDougall and MacDougall’s (1991) work in Mussori, a hill station in North India, in 
the early 1990s explored photographers’ practices of offering their customers 
opportunities to dress up and be photographed in local traditional costumes or as film 
stars, political leaders and cricket stars (MacDougall 1992; MacDougall & MacDougall 
1991). In a similar way, photographers with mobile studios in Chennai, South India, 
create images of their customers in the company of life-size ‘cutout’ images of public 
figures, as shown in the photograph by British artist Martin Parr that opens this 
chapter (see Figure 6.1). 
 
Around the globe, commercial photographers have, since the mid-nineteenth century, 
made their services available either in built studios or in mobile establishments, 
offering to create photographic images for those who neither had the equipment nor 
the expertise (see Behrend 2013; Behrend & Wendl 1997; Jain 2005; Pinney 2008, 
2013; Strassler 2010; Wendl & Behrend 1998). In contemporary Goa, ‘tourist 
photographers’ or ‘commercial photographers’ offer their service in a third space: 
they work in the open air.1 They take photographs at designated areas on popular 
beaches, renowned film locations and at famous Christian Churches, often equipped 
with little more than their pocket or DSLR camera and an instant printer. Unlike 
photographers in Chennai who work with ‘cutout’ props (see Figure 6.1) or studio 
photographers working with backdrop scenery, these photographers know how to use 
available outdoor scenery and to dress their customers in costumes and accessories 
in order to create the photographic image. They offer their expertise to visitors who 
cannot afford their own camera and who prefer a portrait taken professionally, or 
desire to have printed rather than digital photographs. The work of the commercial 
photographers in Goa follows a highly mechanistic, fast and repetitive sequence of 
taking, viewing and printing photographic images for their customers.  
 
By exploring camerawork through the lens of the work and practices of commercial 
photographers in Goa, this chapter continues the argument of the previous two 
chapters that the photographic camera serves as a tool for enacting performances. I 
suggest that the digitalisation and accompanying democratisation of photography 
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fundamentally changes their position as commercial photographers. The chapter 
investigates three aspects of this change in light of the observational and participative 
data I have at hand.   
 
The first aspect I explore is the role of the photographer as director. Commercial 
photographers make use of the camera’s transformative capacities to satisfy their 
customers. In a highly mechanistic manner, they (re)create images of well-known 
movie stills and sites. The portraits taken by commercial photographers, as I will show, 
do not seek to duplicate the world as colonialist photography did; rather, the 
photographers in Goa direct their customers to pose and thereby articulate or 
mediate the tourist scene (for example, on a Goa beach) with the filmic one.  
 
The second aspect that I explore is the shifting meaning of the photographic camera 
for the profession of commercial photography. While the photographic camera used 
to be a distinct tool that enabled the viability of the profession, the digital, portable 
printer has now become an indispensable adjunct element of the camera. The 
digitalisation of photography is, on the one hand, ‘poison’ to commercial photography 
since the process of democratisation via digitalisation allows virtually all their potential 
customers to be the photographer themselves, making the profession redundant. On 
the other hand, for the commercial photographers, the digitalisation of the printer 
offers the ‘cure’ for this problem as it enables them to provide instant photos via their 
portable printers. Hence, the portable digital printer and its instantaneity has become 
a unique feature of the profession.  
 
Snapshot: Commercial Photography in Goa 2014/2015 
To introduce the profession of commercial photographers in Goa, I start with a 
descriptive account of their work locations and equipment. In the next section, I move 
on to show what they see as their distinct ‘professional’ way of taking photographs. I 
draw mostly from my observations and interviews with three commercial 
photographers in North Goa: Diwarka, who has been working as a commercial 
photographer in Vagator for sixteen years (see Figure 6.2, left); Vasu, who has been 
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working in Dona Paula for ‘many years’, as he notes (see Figure 6.3); and Nitin, who is 
the youngest commercial photographer I met and has been working in Anjuna part-
time, at weekends and public holidays, for nine years. Anjuna took over the business 
from his father who had worked in the area for twenty-two years. Nitin did not wish 
to have photographs taken of him, so an image of him is not available. During my 
second fieldtrip, in the 2014/2015 season, there were approximately thirty-five 
commercial photographers operating in Goa. I chose these three as they were the 
most accessible because they spoke English.  
 
 
Commercial tourist photography in Goa is regulated by the Department of Tourism, 
Government of Goa. As with hotels, guides, tourist taxis, travel agencies and water-
sports providers, commercial photographers need to apply for a permit and identity 
card (see Figure 6.3). The permit states that it is for ‘Taking Pictures of Tourists on the 
Beaches and Other Tourist Places and Selling the Print to Them’ (Department of 
Tourism 2017b). Permit applications are issued on an annual basis. Photographers are 
required to have, among other documents, a certificate of photographic expertise as 
well as evidence of fifteen years of residency in Goa. When I asked about their origin, 
a few of the commercial photographers seemed to have been born in Goa, but many 
Figure 6.2  
Left. Diwarka, commercial photographer in Vagator.  
Middle and right. Photo samples for Diwarka’s service. 
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were from the neighbouring states of Maharashtra or Karnataka, coming to Goa just 
for tourist seasons. In their home-town, they tend to have farms or other businesses.  
 
 
 
 
 
 
 
 
 
 
The commercial photography permit allows them to work in a designated area for a 
specific period of time. They all work as roving photographers in their designated 
areas, taking photos of tourists in groups or singly and amidst the turmoil of everyday 
tourist life, which includes the activities of lifeguards, and street vendors selling cheap 
jewellery, fruit, drinking water and postcards. While the shift to commercial 
photography permits in 2013 aimed to limit competition in a designated area, for the 
commercial photographers, their most serious competition is from the cameras most 
tourists now have in their own hands.  
 
The picturesque spaces of Goa constitute the photographers’ open-air studio, as can 
be seen in figures 6.4, 6.5, 6.6 and 6.7. Diwarka works on Vagator Beach. This beach 
offers ‘beach paradise’ scenery with palm trees, sand and the Arabian Sea. It is famous 
as dramatic background scenery for tourist photographs in the northeast. The setting 
includes Fort Chapora, which is situated on the top of a rocky hill and is known as a 
good place to view the sunset. During the monsoon season, the beach is mostly 
submerged in the sea, with only a little space on the rocks available for taking 
photographs. During tourist season, the beach reappears and is populated by water-
sport activities, beach shacks, foreign tourists and Indian visitors alike. Diwarka does 
not refrain from working while standing in the sea (see Figure 6.4).  
Figure 6.3   
Identity Card of commercial 
‘Tourist Photographer’ Vasu. 
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Figure 6.4 Diwarka (with hat on in the left of the frame) taking photographs of a couple (walking 
on the right) in Vagator. 
Figure 6.5 Nitin (underneath umbrella) working in the busy pace of everyday tourist life at Anjuna. 
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Figure 6.6 Dona Paula, a location used in the well-known film Singham (2011). 
Figure 6.7 A commercial photographer taking a photograph of a couple (on the right, under tree) 
in Old Goa. 
169 
 
Nitin’s open-air studio is at Anjuna, in the space between the rocks and the sea (see 
Figure 6.5). His part of Anjuna Beach is rocky, without a sandy area in which to walk, 
sit or sunbathe. At high tide, the rocks are shrouded by the sea’s waves. Many tourists 
seek to take photographs with the waves and rocks in the foreground and greenery 
and palm trees in the background. A lifeguard who works alongside Nitin in this area 
warns visitors of the risk of getting hit by or taken by the waves when taking 
photographs. At Dona Paula, a popular film location, a group of six photographers 
share the designated space (see Figure 6.6), a situation similar to Old Goa, where four 
commercial photographers share the area designated for commercial photographers 
to operate, between the Basilica of Bom Jesus and the Church of St Francis of Assisi 
(see Figure 6.7). Dona Paula and Old Goa offer the historic built environment as 
backdrop. Dona Paula presents a mix of jetty, scenery associated with the movie 
Singham, and – if one is lucky – dolphins swimming in the sea. Old Goa is home to 
historic Portuguese buildings that are listed as UNESCO World Heritage sites. But the 
images taken by the commercial photographers tend not show the surrounding 
turmoil they operate in, as I will explain.   
 
For these photographers, the term ‘commercial’ denotes that photography is their 
business. For some, it is a ‘little business’ they have during the peak tourist periods 
and particularly on Saturdays, Sundays and public and school holidays during those 
periods. For others, it is their livelihood and they do it every day of the week, 
regardless of the number of tourists present. The price per photo ranges between 30 
and 50 Indian rupees (0.45–0.78 USD) per photo, depending on the number of 
photographs taken. Christmas and New Year’s Eve, when Goa is most populated by 
visitors, are the busiest times and I was told the prices are fixed at those times, rather 
than negotiable. Other busy occasions are during Hindu festivities, although it is only 
recently that large numbers of visitors have travelled to Goa during these festivities  
instead of ‘staying home with family and celebrating at home’, as a commercial 
photographer in Baga noted. On demand, the commercial photographers also take 
photos with the customer’s camera.2  
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All commercial photographers use digital cameras – either pocket cameras like a Nikon 
Coolpix or a digital single-lens reflex (DSLR) camera with a 30–70 mm zoom lens, like 
a Nikon D50. These are part of the standard ‘professional’ tool kit; none use a mobile 
phone as a camera in their professional work. On asking the commercial 
photographers whether a digital pocket or a DSLR camera was preferred, I found the 
answer in the air: the salty air rapidly corrodes DSLR cameras, so those working near 
the sea prefer pocket cameras. Figure 6.8 shows Vasu taking photographs with his 
digital pocket camera. A major advantage of digital cameras is that the customer can 
instantly choose the desired photograph from the built-in screen of the camera and 
ask to have it printed. In the last section I will come back to the significant role of the 
printer for the viability of the profession in a time when photography in India is going 
through a process of democratisation.  
 
Commercial photographers are clearly identifiable with their camera in hand, their 
permit around the neck and a photo album or a bunch of previously taken 
photographs to show as examples. It is important to note that these sample 
photographs serve two purposes – to show the skill of the photographer, as in a 
portfolio, and as a menu to choose set poses from. This menu offers potential 
customers a range of poses and backgrounds to choose from: for example, a ‘couple-
pose’ with the couple standing on a rock (see Figure 6.2 middle and right). By 
promising ‘instant photography, instant printing’, they recruit customers on the spot. 
 
Figure 6.8 
A commercial tourist 
photographer holding up 
his digital pocket camera 
as he composes his 
photograph on-screen. 
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The customers choose the photographs they want by tapping on the scene they wish 
to recreate with their own image, with most choosing three to five different scenes. If 
it is a group of friends, the same image is printed several times so it can be shared 
among them. Once the poses and locations are chosen, the photographer puts the 
collection of example photographs away, usually in the front pocket of his shirt or back 
pocket of his pants, and leads his customers to the exact spots they chose. The whole 
series of photographs is taken in a few minutes. The photographer saves the images 
on a digital memory card and then inserts this card into the portable printer which 
prints the images within seconds (see Figure 6.9). By the time the customers have 
visited the (rest) of the tourism site, the photos are ready to be paid for and handed 
over to the customer.  
 
‘Be Professional’: The Craft of Directing  
Commodifying the act of taking photographs means to ‘be professional’, as Nitin, the 
relatively young photographer in Anjuna, explains. During my interview with Nitin on-
site, he made me understand a central aspect of my research in Goa: there is 
‘photography’, there is ‘clicking pics’ and there is ‘being professional’. These three are 
distinct for Nitin. Yet what does it mean to ‘be professional’? One of the central 
elements is that commercial photographers in Goa take on the role of director to 
Figure 6.9 The screen: instant viewing, choosing, printing. 
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recreate images that have already appeared on-screen in well-known Indian movies 
and television shows. This part of the business has parallels with what occurs in studio 
photography in India and East Africa. The profession of the commercial photographer 
in Goa may be interpreted as being a continuation, evolution or extension of 
professional studio photography, albeit practiced in the open air. 
 
As detailed in Chapter 1, photo studios can be empowering spaces for individuals in 
different ways and for different reasons – in joyful, serious, ironic, satirical and/or 
foolish attitudes. Backdrops, poses and montages allow subjects to position 
themselves in new contexts, crossing social lines, testing social orders, combining fun 
with utopian fantasies and experimenting with power and higher status. The role of 
the photographer in this context resembles the role of a film director in creating films 
(Jain 2000; Pinney 1997, 2003b, 2004).  
 
Pinney describes studios existing in the 1980s in Nagda, a small town between Delhi 
and Mumbai, as spaces freed from place and time. Backdrops and props were used to 
create incongruous locations and utopias of consumption, and by adopting fancy 
clothes and poses, individuals were transformed into people of a higher status and 
would appropriate form of glamor that demonstrates globality (see Figure 6.10).  
 
 
 
Figure 6.10 Staged identities in photo studio Studio Suresh, 1970–1980s. 
Left and middle. Images reprinted from Pinney (2013). 
Right. Photo montage reprinted from Pinney (1997). 
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Behrend’s ethnography on ambulant photographers in Kenya shows how they set 
their customers – migrant workers – in scenes which would not occur in lived reality 
(see Figure 6.11). With the help of backdrops and props, social identities can be 
created, explored, revealed, and veiled. Behrend (2013, p. 131) states: ‘It is as if the 
photos were employed to create a richer, cosmopolitan world, permitting the illusion 
that it is at one’s disposal.’ She further describes how these photographers collapse 
localities with their ‘assemblages of places and spaces’, forming global spectacles 
(Behrend 2013, p. 134).  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
In the context of Goa’s commercial photography, ‘being professional’ does not mean 
replicating with accuracy what is in front of the lens. The profession of commercial 
photographers may be interpreted as creating a visual world with their customers via 
the camera screen and printed paper photographs. It is about the commercial 
photographer’s skills and knowledge in terms of the functionality of the camera, 
knowledge of light conditions and knowledge of local environmental conditions at the  
Figure 6.11 Collapsing space, images of 
various studios in East Africa, 1999. Reprinted 
from Behrend (2013, p. 132). 
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location, such as tidal conditions and how the scenery appears in photos. In what 
follows, I explore in more detail what being professional means to Diwarka, Vasu and 
Nitin. 
 
Being professional, according to Nitin, means that the photographer is never in the 
picture. He further explains that for the photographer to be professional, he has to 
know about light, colours and clarity, and have sensitivity for social mores, for example 
in terms of how much of a customer’s body is permitted to be revealed in photographs 
(which is different for men and women). In the course of my fieldwork, I also 
developed the sense that ‘professional’ means to be experienced rather than just 
qualified through an institutional body. Nitin is an autodidact: ‘I have done an online 
course with a certificate … Most comes from experience ... You get all sorts of people. 
You cannot teach experience.’ Part of this experience for Nitin is knowing how to set 
a scene when the tide is low or high (see figures 6.12 and 6.13). Nitin appears an agile, 
witty and knowledgeable businessman, rather than a professional photographer. In 
my field notebook I described him as ‘spielerisch’ (playful). 
 
 
 
Figure 6.12 Professional photographers need to know the different conditions: Nitin’s area at high 
tide. 
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When Nitin used his Nikon Coolpix pocket camera, my eyes could not register the 
changes he made to the settings of the camera as his hands were moving so quickly. 
He walked up and down the rocks and jumped lightly between the highest points 
where others do not even dare to walk. He praised his service and showed anyone 
who was interested the photographs he had taken. When I asked him whether I could 
have some of his photographs or take photographs of his photographs, he declined. 
‘Privacy’, he explained. This, however, was something distinct to him; I had no problem 
in obtaining photographs from the other commercial photographers I spoke to.  
 
For Vasu, as well as Nitin and Diwarka, being professional means taking photographs 
in a relatively mechanistic manner: the professional photographer is quick and 
repetitive, as well as practised, in directing the performance of his customers. 
Compared to the time-intensive experimentation evident in the Timepass 
photography of young visitors (as discussed in Chapter 4), this routine resembles in 
style that of a studio photographer who acts as director. I exemplify the characteristic 
of the director by drawing below from an interaction between Vasu and one of his 
customers at Dona Paula and from an interaction with Diwarka and myself in Vagator.    
 
Figure 6.13 Nitin’s area at low tide. 
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As a director, Vasu’s expertise lies in (re)creating, shaping and explaining the particular 
poses that he will put his customer in as he creates a scene, primarily scenes from the 
movie Singham (2011). Singham is an Indian action movie with a plot that centres 
around a heroic police officer who fights corruption and captains a police station at 
the Goa-Maharashtra border. Shown below is a series of photographs taken by Vasu, 
paralleled by a series of photographs I took of Vasu at work as I visually documented 
the way he performed as a director. There are two people in each photograph: Vasu, 
the photographer, with the cap and the pocket camera in his hand, and his customer, 
the man with the long hair. The customer is from North India, visiting North Goa with 
friends. He came to Dona Paula to see the site where Singham (2011) was filmed and 
where dolphins may be spotted (for an example of the Singham pose, see Figure 4.19). 
 
 
Vasu works diligently and thoroughly to ensure precision in every photograph he 
takes. He first directs his customer to the exact spot where the photograph will be 
taken (see Figure 6.14). This spot may be marked with an inconspicuous white cross. 
Vasu then clearly instructs his customer how to mould himself; he demonstrates poses 
and facial expressions and arranges the customer’s body into the required pose (see 
figures 6.15 and 6.16). 
 
Figure 6.14 
Vasu (on the right), a commercial photographer in Dona 
Paula, directing a customer (on the left) to the exact spot 
for the pose. 
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Once the customer is correctly positioned and posed, Vasu checks the lighting and 
adjusts the settings of his camera to take two to three photographs of each scene at 
different angles. Although the poses may appear to be uncomplicated, they required 
careful attention to detail in order to accurately mimic the actor’s pose in the film. For 
example, in Figure 6.15, Vasu carefully explained to the customer that one foot 
needed to be in front and placed on the parapet of the wall to show the correct 
‘action’, as he called it. The series of three photographs in Figure 6.20 provides another 
example of how Vasu created various poses against different backgrounds, focusing 
Figure 6.15  
Left. Vasu creating an on-screen image of the customer, who adopts a ‘Singham pose’.  
Right. The image as a paper print. 
Figure 6.16 
Left. Vasu instructing a customer to put his leg up on the wall in the required manner.  
Right. The image as a paper print. 
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on the positions of the arms and legs and the facial expression (unsmiling). Figures 
6.17, 6.18 and 6.19 illustrate how the customer has been directed into the pose by 
Vasu. 
 
 
Figure 6.17 Vasu showing the exact spot. 
Figure 6.18 Vasu instructing the customer to turn his face so that the sunlight is behind him. 
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Let me further elaborate the notion of ‘being professional’, and its relation to the craft 
of directing customers, by drawing from the work of the commercial photographer 
Diwarka. Diwarka has been working at Vagator for sixteen years. Vagator is a rather 
quiet beach compared to Calangute, Baga and Anjuna beaches. It is mostly frequented 
by day-visitors. During the tourist season, Vagator has water sports, a few beach 
shacks offering food and drinks, dramatic rock formations, a beautiful beach and 
colourful sunsets. Diwarka improvises with the surroundings there. He describes his 
expertise in knowing how best to stage the surroundings into the desired image. He 
Figure 6.19 Vasu taking a photograph from another angle. 
Figure 6.20 Printed photographs of scenes directed by Vasu, as in figures 6.15 and 6.16. 
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says in a conversation with me that his photography is about the background: ‘No 
people’, he explains, meaning he wants no one in the scene except his customer(s). 
‘Nice green … nice sky, nice sea, nice … all is nice and no people!’  
 
Figure 6.21 Vagator directing poses on the edge of the sea: the open-air studio. 
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Figure 6.21 shows Diwarka taking photographs of a couple on the edge of the Arabian 
Sea. The series of three photos taken by me illustrates how he directs the couple in 
the open-air studio, similar to the way Vasu works (in the previous example). This 
example serves to show the importance of directing customers in order to achieve the 
kind of images that are praised by customers. In directing, Diwarka arranges the 
customers in a scene rather than capturing them in ‘natural’ poses. He has an 
expertise that his customers do not have: they might have a camera, but they do not 
know how to set themselves in a scene in this location that Diwarka, for his part, knows 
so well. The woman from the couple in the photographs comments after the shoot: 
‘We are on our honeymoon in Goa. I want to look like a romantic couple and he 
[looking to Diwarka] makes it happen in the picture. I feel in romance now [she casts 
her eyes at her newlywed husband].’  
 
Another crucial aspect of directing in the open-air studio is having the necessary 
knowledge about light conditions. Diwarka explains how he has to arrange his subject 
matter according to the light of the season, particular weather conditions and time of 
the day. Based on his sixteen years of experience, he knows the right time and place 
for the photographs: 
 
Always different, always too much light … best is morning light [he shows 
with his hand the path of the sunlight in the morning coming from behind 
the hills over his shoulder and from behind the camera onto the sea] … 
shining on face and sea in background … afternoon light not good … not 
good face …. face always black … flash not good working [he gestures 
negatively with one hand] … best is morning light … ’til two o’clock! … in 
season too much light after two o’clock or four! [he points with his finger 
straight up to the sky indicating the sunlight coming from the wrong 
angle.] I go home 5.30 o’clock. (fieldnotes, 7 February 2015) 
  
Diwarka says that the light allows and limits his profession at the same time. This is in 
stark contrast to studio photography, where light is controlled by the photographer. 
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In the case of commercial open-air photography in Goa, the photographer directs the 
whole setting according to the available light.  
 
When Diwarka invites me to have some photographs taken, I learn that the pose is a 
serious endeavour, compared to the humorous and entertaining practice of the 
Timepass photography of young visitors (as discussed in Chapter 4). My written 
fieldnotes and my photographs tell of the demanding craft behind the images, 
translating as commands delivered to me as the subject: 
 
Diwarka says ‘cap off’ and I take my cap off. He is or acts as if he is certain 
I would not doubt his expertise. I ask ‘sunglasses?’ and point to the 
sunglasses. I have learnt in the course of the fieldwork that sunglasses are 
required in photos. It is automatic to me by now to put them on for a 
photo, even if I am not wearing them at that minute, and also to put them 
on at night. ‘Yes, yes,’ Diwarka nods. He uses the automatic mode on his 
camera, he says. He looks through the viewfinder of the DSLR, not on the 
screen as he does when he uses his Nikon pocket camera. We walk and 
stop, moving around within a radius of fifty meters. Diwarka needs three 
to four shots to get the image that he wants. The fingers of his left hand 
move up, index and thumb hold the camera, while he gives clear 
instructions on how to pose: ‘Hand on the hips’. He demonstrates what I 
have to do. I have to stand with one leg in front, one hand in front, the 
shoulder a bit in front and smile. ‘Chin up,’ he instructs me. The moment 
that he is satisfied with my pose, he confirms ‘yes, yes, good, good’. He 
strides briskly and deliberately to the next spot: a rock visible in the sand 
at the time the photograph is taken, but in the sea when it is high tide. 
‘Now, sit!’ he says. I sit down and realise that I am not sure what to do on 
this rock. Again, he shows me how to sit. ‘One leg is up,’ he says, and back 
straight, and smile’. I do so. Diwarka is not satisfied with my smile. ‘Smile 
[I smile], more smile [I smile more], yes! Another pose is ‘Action!’, as he 
calls it. He tells me to walk towards him. He walks backwards while taking 
183 
 
the photograph. I walk ten steps and cannot help but laugh. ‘Ok, done,’ he 
says and gives me back the camera. (fieldnotes, 7 February 2015) 
 
Everything goes zack-zack-zack (in German), very quick and – as described above – in 
a mechanistic manner. Bang-bang-bang, one would say in English. It seems like a case 
of ‘production line’ manufacturing. Diwarka knows the location, he knows the wishes 
of his customers and the popular poses, he knows the light conditions. Figure 6.22 
shows a series of the photographs taken by him. In the course of taking these 
photographs, it was crucial for Diwarka to show me the poses and to direct me in how 
to hold them, just as Vasu had done with his customer in Dona Paula. For me, it is 
surprising that while Diwarka smiles and laughs and jokes while we talk ‘off-camera’, 
there is no laughing or smiling during the short photo sessions. Each session is a very 
serious matter, which I interpret to be part of the performance of ‘being professional’. 
I interpret it also as a sign that for Diwarka, it is his livelihood and his profession and 
thus a serious matter. 
 
 
So far, I have inquired into the matter of being professional in terms of the act of taking 
photographs. The image content of photographs taken by commercial photographers 
also demonstrates certain features. This becomes apparent when analysing images 
from the collections of images used by commercial photographers to demonstrate to 
their (potential) customers the expertise they have to offer. These collections are the 
‘menu’ for customers to choose from. The following images in figures 6.23, 6.24 and 
6.25 are samples of such a collection from Dona Paula and Old Goa. I identified three 
common features. 
Figure 6.22 Photographs taken of the researcher by commercial tourist photographer Diwarka (using 
researcher’s camera). 
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First, a common feature of images by commercial photographers in Goa is the central 
placing of the customer. The body is either fully in the image or with the upper half in 
the centre of the image. Second, the background of photographs has no unrelated 
person in it, unless that person is a foreigner. Nitin explains that this is one of the main 
reasons his customers retain his service: ‘They don’t want anyone in the background. 
I can make it look as if no one was here.’ Why?, I ask him. Nitin asked back, smiling, 
whether I have ever noticed that the background in movies has no ‘crowds’ in it, unless 
necessary to the movie. ‘It’s professional!’, according to Nitin. The reference to cinema 
is indicative that commercial photographers see themselves as not just copying scenes 
previously created by film directors, but as exercising the kind of skills that film 
directors have. Third, the photographer/director depicts in the pose a particular social 
relation. A photograph is read, in India, as a sociogram, an expression of particular 
social relations (see Heidemann 2007). A sociogram is a graphic representation of 
social links. It is possible to tell from the position of a person in a photograph what his 
or her relationship is to the other persons in the image. For example, a wedding 
portrait with the extended family would have a bride and groom in the centre of the 
image, parents and grandparents next to the newlywed couple, and then siblings and 
their children next to them. The commercial photographer uses his expertise to 
correctly set the bodies in the right position so that the image works as a sociogram.  
 
The understanding of a photographic image as sociogram relates back to Chapter 5, 
where I introduced the practice of visitors having their photographs taken in the 
company of foreigners. I suggested that it is an invitation into the social circle of friends 
and/or family. The concept of the sociogram underlines the significance of such poses. 
The foreigners may not realise it, but for the Indian visitor – for example, the young 
men who participated in my research – the pose, such as shaking hands or having an 
arm on the shoulder, signifies inclusion in their own group of friends. It is the kind of 
behaviour that occurs between friends.  
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Figure 6.23 shows two men standing next to each other. It is one of the images from 
the portfolio that Vasu shows to potential customers. One of the men in the image 
holds a mobile phone as if he were talking on it. When I saw this image, it reminded 
me of one of the images in Pinney’s collection of ‘staged identities’ (Figure 6.10). I 
Figure 6.23 Sample portrait, central perspective. Dona Paula. 
Figure 6.24 Sample portrait, group photo with ‘foreigners’. Dona Paula. 
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asked Vasu whether the phone was his customer’s. Vasu’s answer to my question was 
a laugh, as if it were a rhetorical question. My interpretation of his laugh was that the 
phone did not belong to the person in the image, but was, rather, an accessory 
borrowed by the customer performing in front of the camera. Whether it was or not, 
the use of the phone as a prop would likely relate to mobile phones being status 
objects and phone conversations, also, being indicators of social status (see also Glotz, 
Bertschi and Locke 2005).  
 
In order to show social context, it is not uncommon for ‘foreigners’ to become a part 
of the image (see Figure 6.24). In Chapter 5, I showed that it is a common, though 
contested, practice for visitors to have photographs taken with foreigners. At the time  
of my fieldwork, foreigners were occasionally integrated into images created by 
commercial photographers in Goa if customers wished it and the foreigners agreed to 
do so.  
 
Figure 6.25 shows a couple posed in front of a church in Old Goa. The commercial 
photographer in Old Goa explains that this is a ‘love shot’, as the bodily pose suggests. 
There is also specific ‘Goa wear’, particular clothing seen to be appropriate to being in 
Goa, that often appears in the images of commercial photographers. This may be a 
Figure 6.25 Sample portrait, central and half-body perspectives. Old Goa. 
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sunhat, sunglasses, a knee-long dress (rather than a leg-covering sari) or singlet and 
shorts. It is important for them to set the ‘Goa scene’ on-screen in the course of 
creating the imagined world of Goa as it is depicted in movies. The woman in Figure 
6.25, for example, wears a dress, which is casual clothing that is considered normal in 
‘not India’. However, being depicted in modern casual clothing also has its limits. One 
participant from Gujarat commented, ‘Oh no, I cannot show this pic to my parents!’ 
What do you mean? I ask her. She tells me that she only wears a sari at home, where 
she lives with her parents-in-law. She explains: ‘Everyone wears sari there. They not 
want me to wear this.’ She points to the dress that she is wearing and the hat. She 
shakes her head: ‘If they see the photo, I say it is Goa costume, [but] better is they not 
see.’ Allowing themselves to be posed in this way, visitors seem to be exploring the 
possibilities of self-image in the new India.  
 
The profession of commercial photographers today cannot be understood without 
reference to the digital, portable printer. The reason that the profession survives 
today, despite the democratisation of photography, is this printer. It has become 
imperative to the profession of commercial photographers in Goa to have one. The 
printer symbolises the ambiguity that comes with digitalisation. On the one hand, the 
digital printer is ‘cure’, as it enables the commercial photographers to provide 
instantly printed photos; on the other hand, as a digital product, it is part of the poison 
of digitisation that threatens the existence of commercial photography.   
 
‘Without Printer, No Business’  
The democratisation of photography in India has meant that the tools of the 
professional photographer include not just a digital camera of necessity, but also a 
digital printer. Vasu summed up this shift in four words: ‘Without printer, no business!’ 
(fieldnotes, 3 February 2015). In this section, I address the materiality of the printer 
and show its significance for the viability of the profession, drawing from interviews 
with Diwarka, Nitin and Vasu.  
 
188 
 
About a decade ago, the role of the camera in commercial photography changed when 
more and more visitors started to bring their own cameras with them to Goa. Nitin 
works Saturdays and Sundays at Anjuna Beach and during the week he works as an 
insurance broker. He tells me that his father started the ‘family business’ of taking 
tourist photographs twenty-two years ago at Dona Paula. Nitin has been in the 
business for nine years and witnessed the decrease in the number of customers. He 
comments, ‘Everyone thinks he is a photographer now!’ Diwarka has worked as a 
commercial photographer at Vagator Beach for the last sixteen years, and when he 
talks about the change, he points out the increasingly shorter processes involved in 
producing printed photographs:  
 
Too much wait … was too much wait for customer … now no wait … now 
instant photography … now instant print … Before [throws his right hand 
over his shoulder signifying the past] we take photo and then bring film to 
studio and then customer wait and wait and wait in hotel and we send 
pictures to customer in hotel … now different, now instant, now is all 
instant printing! (fieldnotes, 7 February 2015) 
 
Diwarka is referring to the days of analogue photography and what he calls the ‘studio’ 
is a photo-printing shop to which, previously, commercial photographers would have 
taken their camera film to have it developed and printed. The printed photographs 
were then delivered to the customer’s hotel.  
 
Diwarka also stresses the importance of the portable printer for the survival of the 
profession. He adds to the statement above: ‘today, the printer makes business!’ The 
digitalisation of photography, he says, has changed the profession by offering visitors 
the possibility of instantly viewing an image on the screen of their own camera. The 
broadly used term ‘instant photo’ that is used to advertise the commercial 
photographers’ services at tourist sites refers to the fact that they offer printed 
photographs immediately after the photo-shoot. Arguably, the viability of the 
profession now depends on the portable printer.  
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Every commercial photographer I met in Goa, and also in other parts of India, uses a 
specific model of Epson printer.3 When I asked why this is the most popular printer, 
Diwarka says simply that ‘It’s the best!’ Nitin says, ‘Long battery life! Economical!’ and 
Vasu states: ‘Best colour print’. The bag full of printing equipment is always put in a 
sheltered place, away from the turmoil of the tourist site, and covered to keep it 
sheltered from salt water and sunlight. This sheltered position of the printer, as I 
interpret it, is symbolical of the refuge the printer provides the profession as (see 
Figure 6.26). 
 
Figure 6.26 Protecting the printer from sun, sand and salt water. 
 
Figure 6.27 Printing equipment of commercial tourist photographers: printer, spare battery for 
printer, printing paper and plastic bags for protection of photographs. 
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Figure 6.27 shows three examples of the photographers’ printer. Surrounded by a 
spare battery for the printer, printing paper, and plastic bags for the photographs, the 
printer forms the heart of the bag – as it does for the profession. Although those bags 
are often hidden away from the customers, the equipment forms part of the expertise 
of being a commercial photographer these days.  For example, the battery lasts for up 
to 100 prints. This is essential knowledge for the survival on busy days, when a spare 
battery is needed, as Diwarka assures me. The printing paper that Nitin, at Anjuna, 
uses is Kodak,WIN. 4  There are also unbranded types of papers. Nitin explains, 
however, that the type of printing paper is his selling point. According to him, it 
justifies the price of 10 rupees per sheet. ‘Kodak is quality paper! Good colours and 
long-lasting colours. It does not vanish!’ The bags for the photo prints are transparent 
and used to protect the colours of the print from sand and water.5 However, the most 
essential part of the equipment is the printer and its aspects of instantaneity.   
 
Figure 6.28 shows three key steps in instant printing. The top slot on the printer, as 
indicated by Vasu in the right image, is the slot for the SD Card. Vasu keeps an extra 
card, in case one does not work. The top part has control panels to navigate the menu 
and the photographs on the SD Card. Once the card is inserted, the printer reads the 
information on the card and displays on the screen a menu with the choice of the 
Figure 6.28 Instant printing: insert SD Card, choose photographs to print from the screen, print. 
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number of photographs to print. It also allows the user to delete the photos after 
printing. Vasu says that he deletes all photos after printing. The only exception is in 
the case of customers wanting to have digital copies of the photographs, whereupon 
Vasu takes the photographs with their own camera.  
 
After inserting the card in the printer, Vasu chooses the images to print. These images 
are the ones that the customers have pre-chosen on the camera’s screen. Commercial 
photographers do not retouch, alter or change the photographs in any way, so that 
the images printed are directly from the display of the camera. Considering the latest 
developments in mobile phone photography that allow various forms of photo-editing 
and image enhancement, there may be an element of professionalism in being able to 
create well-taken photographs that need no enhancement or editing. The last step is 
the print. The photo paper is inserted into the slot behind the display. After printing, 
it arrives in the output slot collected by a mounting. The entire process takes less than 
thirty seconds.  
 
At this point I refer back to my discussion of studio photography in the 1980s in India 
and the 1990s in Africa, as introduced in the second section of this chapter, where the 
craftsmanship of the photographer lay in their capacity to creatively transform the 
visual appearance of their customers, allowing the photographs to ‘come out better’. 
The commercial photographers in Goa work in a way that combines this manner of 
studio photography, which broke free from ‘colonial representational regimes’ (Pinney 
2014, p. 450; see also Chapter 2), with touristic practices, which are a legacy of 
colonialism (see Chapter 1). By working in the open air, equipped with not much more 
than camera, printer and a few additional utensils, they create scenes that integrate 
the site as background, poses from Indian cinema, and clothing and accessories 
considered typical of Goa.  
 
Conclusion 
This chapter has explored the profession of commercial photography in Goa. In 
comparison to the time-intensive and humorous way groups of young men engage in 
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Timepass photography, as portrayed in Chapter 4, commercial photographers have a 
highly mechanistic and efficient, though also creative, way of working.  
 
Having addressed the way their profession has dealt with the challenge of 
digitalisation and the democratisation of photography by harnessing the instantaneity 
of the digital printer, the question arises of how their profession will develop in the 
future. A new challenge may already be arising in the form of photo booths, new 
commercial facilities that introduce a new, automated form of commodified 
photography that involves a shift of knowledge and skill to the photographee. Photo 
booths, as found at Goa’s music festivals and tourist markets, are a form of mobile 
photography studio; they are abundantly filled with props, signs, letters, costumes and 
backdrops and are patronised by locals, visitors and tourists alike. These photo booths 
are different from the vending machines that have been common in the past and used, 
for example, by people taking passport photos of themselves. The photo booth in Goa 
may serve as marketing tool, as in Figure 6.29, or as a form of entertainment as in case 
of the photo booth at Saturday Night Market. These booths are for ‘fun’, a form of 
entertainment. In contrast to photo vending machines, photo booths do offer photo 
Figure 6.29 Mobile phone company Gionee promoting their mobile phones as cameras with a 360-
degree photo booth at the Supersonic festival in Goa. 
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prints, they offer digital photos that are uploaded on social networks such as Twitter 
or Facebook. 
 
Although some photo booths produce printed photographs, just like commercial 
photographers do, photo booths are distinctive because they work without a 
photographer. The photo booth, without a photographer/director, requires the 
photographee themselves to know how to perform and mediate visual worlds. Props 
and backdrops facilitate this skill. While some booths employ a digital printer, others 
deliver digital copies of photos, thus connecting with and exploiting the networked 
technology of mobile phones. There are opportunities for further research on this 
transition, addressing, for example, the shift from photographer to photographee as 
the expert.   
 
1 At some sites in India, tour guides also act as photographers beside the commercial photographers. 
For example, at the Taj Mahal, hundreds of tour guides court international tourists as well as Indian 
visitors for their service with the argument to show ‘best pose’ and ‘best photograph like Lady Di’. The 
guide then uses the tourist’s camera to take photographs directed by him at diverse spots in the 
property.  
2  One photographer explained that he is asked for pornographic material, as well as services, by 
‘foreigners’. He claims, however, that this is something he does not provide, and does not know of 
anyone providing such a service.  
3 This brand is popular among commercial photographers throughout India. I have discerned it also in 
Delhi, Agra, Matura and other places in North India.   
4 The size of the photo paper is the standard 10 x 15 cm. 
5 I have noticed that photographs are displayed in a transparent bag in the living room, protected from 
monsoon dampness, in several homes in Goa. This observation makes me wonder whether the visitors 
who obtain photo prints taken by the commercial photographers also keep the photographs in the 
transparent bags. Or are they for an album? Mary, one participant from Bangalore, says that she will 
use the photograph for an album to show her friends and family. Is she an exception? Further research 
on multiple sites would be interesting. 
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Chapter 7  
Closing Thoughts  
On the banks of Son River, Koelwar, Bihar, in March 2009, a local boatman asked me 
to take a picture of him. I happily agreed to the boatman’s request. To my surprise, 
after I had taken a few pictures, he did not want to give me an address to forward him 
the photographs. This puzzled me. For the rest of the journey, I paid attention to the 
photographic camera and the ways it was used in the hands of different people. This 
included commercial photographers at the Taj Mahal in Agra and at India Gate in Delhi, 
in whose hands the camera became a working tool. In the hands of a group of playing 
children around the age of five to eight years in Varansi it seemed to me the camera 
was not more than a toy, while in the hands of a group of teenagers at a wedding in 
Maharastra it seemed to be used as an accessory. 
   
Back in Germany, over the course of the following four years, I watched how digital 
cameras rapidly spread and melted into mobile phone devices with in-built cameras. 
For me, the familiar practice of taking photographs at special events became 
unfamiliar in a changed world where the taking of photos has become ubiquitous. 
More importantly, the selfie had become fashionable and the symbol of narcisstic 
consumer culture. When I first heard the term, I thought it was one of those pseudo-
english terms in German like ‘handy’ for a mobile phone. I learnt later that ‘selfie’ was 
actually used in English – it is reported to have been first used in an online forum in 
Australia in 2002 (Wikipedia [German] 2017; Wikipedia [English] 2017). In February 
2013, I moved to Sydney to begin my doctorate at Western Sydney University. By that 
time, the digital camera was present in the hands of thousands of tourists at the Opera 
House and Bondi Beach. In 2014 I watched how the phone camera then left people’s 
hands as the selfie stick came out. In the course of two fieldwork trips in 2014/2015 
to Goa, I observed ‘photographic cultures’ that were different from what I had 
experienced in the West in terms of ways the camera was put to work. Photography 
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seems to be in a constant state of change in India and I am aware, in this final chapter, 
that, in a sense, the idea of ‘conclusions’ is reduntant.   
 
One question that has yet to be addressed is the impact of my study, and the presence 
of myself as researcher, on my research participants. I provide here three reflections 
on this matter. Firstly, I believe my research has impacted the commercial tourist 
photographers I encountered in Goa (as described in Chapter 6). Inspired by the 
researcher’s interest for their work, Diwarka, Nitin and Vasu expressed their interest 
in helping shed more light on their work. Diwarka suggested the possibility of making 
a ’documentary movie’ (Fieldnotes, 7 February 2015). I interpret this openness as an 
aspiration to giving their profession a voice. I see Chapter 6 as a starting point for 
future research on tourist photography. One of my future aims is to create a 
documentary that highlights the work of commercial tourist photographers 
throughout India. 
 
Secondly, there is the question of my influence as a researcher on the groups of young 
men described in Chapter 4. I make a distinction here between photography-related 
impacts and other impacts. The first relates to the exchange of knowledge and 
practices relating to photography. This was a two-way exchange: the young men and 
I showed each other how we take photographs and what skills we have in this, 
including in framing, adjusting camera settings under different light conditions, 
performing in front of the camera etc. I provided my mirrorless camera to members 
of the groups – as one of the latest models, it sparked interest, curiosity and discussion 
among the groups.  
 
Thirdly, the research seems to have impacted understanding of the term ’culture ’ on 
the part of some participants. During the fieldwork, it became clear to me that being  
exposed to anthropological work informed the way participants understood the term 
‘culture’. Their concept was outdated with culture as a set of beliefs and materials that 
is ’other’. This insight reminded me of Noel B. Salazar’s (2013) work on anthropological 
legacies in tourism in Indonesia and Kenya. Tourist guides use outdated 
(anthropological studies) in order to represent their locals as authentic others. During 
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my fieldwork in Goa, I was repeatedly confronted with stakeholders who were puzzled 
by the fact that I saw photography as a ’cultural practice’ and gave me 
recommendations for where to find actual ‘cultures’. As one of the participants put it: 
‘Go to Kerala, there are tribes and real traditional cultures’ (Fieldnotes, 9 February 
2015). My approach to solve this discrepancy was sometimes to ask questions about 
the relation of ’culture ’ and ’time ’. ’Is culture unchanging? ’ and ’Are new practices 
and culture opposites? ’ At times, it did spark a discussion about the meaning of 
culture in general, and photography as a cultural practice in particular. This leads me 
back to my first point: Bringing the photographic camera and photography as an object 
of culture into focus. As one of the commercial photographers put it: ‘Yes, tell what 
we do! It’s not only taking pictures. It‘s much more! We are like directors!’ 
 
Unrelated to the question of photographic practices is the fact that contact between 
researcher and participants remained via WhatsApp or facebook with some of the 
members of the groups. The researcher’s background created an attractive 
opportunity for some of the young men to gain information about studying overseas, 
for instance. The kind of digital pathways for communication allowed us to stay in 
contact beyond the fieldwork easily and effortlessly. Several young men used contact 
with me and my educational background to gain information about studying in 
Germany, UK or USA. 
 
This final chapter closes with thoughts about the themes that have emerged out of 
this thesis and how they might be elaborated upon in future research. First, I suggest 
the need to add to the vocabulary and metaphors we already have to describe ‘the 
photographic’ and its effects. Second, I speculate about future scenarios that may 
arise out of the democratising effects that I have outlined in this thesis.  
  
Adding to the Vocabulary for Describing Transformations of the 
Photographic 
Pinney’s ‘camerawork’ added to the existing vocabulary for describing the 
photographic, allowing us to move the analysis of photography to consider 
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experimentation, transformation and disturbance in a network of human and non-
human actants. The effects of the camera in the context of Indian tourism in Goa also 
prompted me to add the term ‘trickster’ to the vocabulary (below), in order to 
describe the transformational aspect of the camera and its work in society. Already, 
Pinney’s term ‘camerawork’ seems to need a companion term ‘phonework’ to more 
accurately deal with the way the camera and phone have merged into each other, in 
particular the way images are transmitted across phone and Internet networks. 
Continuing this thought, it is clear that the camera/phone nexus is continuously urging 
our hands and eyes to learn new skills that can be put to work in various cultural ways: 
for instance, in the use of the thumb for using the keys, or in ordering visual content 
through swiping.  
 
Significantly, and while recognising that photography has a static element that makes 
it a recognisable practice throughout its history of appropriation around the globe, 
there remains a certain indomitability and unpredictability to the photographic 
camera and its effects. This reflects photography’s undecideability (Pinney 2010, p. 
149) and also arguably explains its long-term and global appeal. This brings to mind 
the figure of the trickster. The trickster is a figure in folk tales and mythologies told 
around the world that has captured the attention of anthropologists and philosophers 
alike, including Claude Lévi-Strauss (1974 [1958]) and Paul Radin (1988 [1956]). 
According to Dean A. Nicholas (2009, p. 12), the ‘[t]rickster is the mediator who, on 
the one hand, traverses the social order by bringing disorder yet somehow creates 
order’.  The concept of the trickster highlights that culture and society are in a constant 
state of change. I see parallels between the photographic camera and the trickster and 
would call the camera a ‘techno-trickster’. I will go on to explain the trickster principle 
before moving on to explain the parallels between the camera and the trickster.  
 
The trickster often works at the boundaries of social rules and cultural order and 
reveals limits and social and cultural taboos that many members of a society 
unwittingly accept until the trickster reveals them to be foolish and deceptive. 
Although the trickster may use half-truths, pranks, traps, pseudonyms, shape-shifting, 
and disguise, its actions can also make a contribution to society – to humanity as a 
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whole − that are often recognised as positive. One of the most well-known ‘tricksters’ 
in anthropological terms is the coyote or raven from Native American narratives. 
Coyote appears in the stories as a shape-shifter. He also crosses boundaries of life and 
death. He dies due to his foolishness and reckless behavior, but also comes back to 
life. In Greek mythology, Prometheus stole fire from the Gods on Mount Olymus and 
gave it to humankind. He thereby disturbed the order of Gods as they previously held 
a monopoly on fire. In German folklore, Till Eulenspiegel is a collection of trickster 
stories. Eulenspiegel was a witty traveller in the fourteenth century whose pranks 
involved interpreting figural speech literally. For example, in one story, the King of 
Denmark said to his blacksmith that Till Eulenspiegel should ‘get what he needs’ for 
his horse; when he received the bill and asked Eulenspiegel why it was high, 
Eulenspiegel answered, ‘I needed hoofs in gold!’ (Meier n.d.). In this way, Eulenspiegel 
made his horse literally ‘cute’, which means ‘golden’ in German. In Nordic mythology, 
Loki is a shape-shifter appearing as a salmon, fly and mare; in West African mythology 
Anansi is a spider and god who tricked a python, leopard, fairy and hornet in order to 
bring stories from the sky to humanity (see also Erdoes and Ortiz 1998; Hynes and 
Doty 1997).  
 
Like the trickster, the camera tells half truths. In Chapter 4 (Just Timepass), I showed 
how ‘true fiction’ is created with the camera. In such situations, the camera, like the 
trickster, is shameless. It ‘takes’ whatever is in front of it, unaware of or disinterested 
in cultural taboos. The conflict arising from ‘guy groups of the South’ taking 
photographs of girls in bikins is an example of this shamelessness (Chapter 5). Like the 
trickster, I suggest that the camera is an agent of change, which I demonstrated in the 
chapter on commercial photographers who are forced to reinvent or reshape their 
profession in response to the democratising effect of the digital camera (Chapter 6). 
Like the trickster, the camera may be deceptive when its images seem to be telling the 
truth; the camera changes its shape, from analogue to digital, from DSLR to mobile 
phone. In order to put the metaphor of the trickster to use for the camera and its 
effects, and also to make it distinguishable from the the trickster of mythology, I 
suggest the term ‘techno-trickster’, a combination of technology and trickster. The 
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metaphor of the techno-trickster may open up new ways to interrogate what the 
effects of the photographic are. 
 
Possible Futures with the Democratisation of the Camera 
The camera’s democratising effects that I have outlined in this thesis raise the 
question of possible future scenarios. We see that the camera is inserted in various 
tourist cultures and that it shapes those cultures in particular ways. In Chapter 4, I gave 
one example: the camera screen. The camera screen allows for a collaborative way of 
taking photographs and spending time together (Timepass) for young male visitors 
during their visit in Goa. We – as scholars – need to focus on this interplay of 
technology and society that leads to surprising or unexpected ways of doing tourist 
photography, or ‘camerawork’, as I prefer to call it. It also seems possible that the shift 
from analogue to digital may mean a further cultural diversification and decolonisation 
of ways of seeing (in the sense of wresting the concept of ‘photography’ away from its 
perceived moorings in Europe). The digital way of seeing may also possibly become a 
means of ‘othering’ in the future.   
 
As my research has revealed, the camera takes the role of facilitor in encounters 
between visitors and foreigners in Goa. It has a ‘reverse colonial’ element that 
reproduces and disturbs social hierarchies based on skin tone. It can lead to discomfort 
on the side of the foreigners who are confronted with their ‘whiteness’ and demands 
from them a critical awareness of the long history of their privileged position as ‘white’ 
tourists. I suggest that this confrontation will continue and reach into other parts of 
the world where visitors from India take their holidays.   
 
The image of India outside India has long been in the hands of ‘professionals’, be they 
the British colonialists of the past or tourism marketers in the present. But digital 
photography – used in localised practices, ‘on the ground’, as it were – and its 
dissemination via digital platforms has the capacity to change the way tourist locales 
are represented. I am still in contact via Whatsapp with a few of my fieldwork 
participants, allowing me to follow their post-Goa trajectories. One has gone to the 
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USA, one to Germany, and one to the UK, to undertake Bachelor and Masters studies. 
Separated from their groups of friends, it appears they no longer engage in Timepass 
photography. However, while abroad they intentionally distribute their photos of 
India, taken during their travels there, in order to rework the depiction of India outside 
India as ‘poor’ and ‘underdeveloped’. Kamal, who has been in Dresden in Germany 
studying for his Masters in International Relations since October 2016, explains to me 
via text message (2 May 2017) why he uses photographs from India, not Germany, for 
his profile photo: ‘They [fellow German students] know a lot more about India than I 
do about Germany. It’s stuff from books, old stuff. They don’t know about all the 
superrich, the movies and music, everything that is happening now’. Anand, who is on 
a study exchange in the USA, expressed similar thoughts in a text message to me (11 
Januray 2017): ‘India is India. Mumbai is not Delhi. Most people don’t get it!’ It occurs 
to me that while the young men probably want to reproduce the image of India as a 
place of ‘diverse cultures’, they want to redefine a (visual) discourse on what diversity 
in India looks like for them. These images are doing political work in reframing how 
‘India’ is seen by non-Indian others. 
 
A further scenario for future research concerns gender and camera practices. In 
Timepass photography, young men spend their time taking photographs at Goa’s 
tourist sites to look good, which includes performing in front of the camera with 
friends. It seems possible that a comparable but also different practice may emerge 
as more Indian women travel as tourists inside and outside India. Various travel blogs 
depict single female travellers (see for example Nomadic Thunker 2016), which 
suggests that online platforms are becoming vital spaces for women to articulate their 
view of the world through travel writing. In time, we may see gendered variants of 
Timepass photography, which I found, in my own fieldwork, to be a male dominated 
practice.  
 
The work that this thesis has done is to comment on one moment in transcultural 
historical processes. Undeniably, camerawork/phonework has become a grammar of 
living life across the globe. This grammar of living life will instentify. How things are 
done will count more than by what one looks like while doing them. The pose, the 
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context created in and around images, the fiction will be a reflection of how we – as 
humans – learn how to play with the camera. It is only through the undisciplined gaze 
of the camera that social worlds collide and are reimagined in the performative spaces 
of photographic practice. 
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Glossary 
Acha! Okay, commonly; in the research 
context, Okay, photo is taken 
Aperture 
 
In photography, the hole in the lens 
which controls the amount of light 
travelling through  
Ancient cameras Expression used by young participants 
for pre-digital/analogue cameras 
Autoptic Eyewitness, seeing with one’s own eyes 
Beach shack Temporary hut on the beaches in Goa 
that serves as a restaurant and bar 
during the post-monsoon/winter season 
from September until March 
Bollywood Film industry based in Mumbai 
Chai Tea 
Clarity Non-blurry photographs 
Clicking pics Expression for taking photographs by 
visitors who mostly take photographs 
with mobile phones 
Chronotopic Conjunction of time and space 
Darshan Being visible to a god or deity 
Concept of seeing as mutual; a reverse 
gaze  
Digital photography 
 
 
Expression used by photographers to 
distinguish digital from analogue 
photography; technology that allows for 
the creation and storage of images 
electronically, rather than chemically 
Doing photography as passion Expression used by young 
photographers who practice 
photography regularly as a hobby 
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Ek photo Translates as One photo; expression 
used by visitors to ask foreigners for a 
photograph 
Facebook Social network service online 
Foreigner/foreign tourist Expression used by locals and Indian 
visitors in Goa to describe international 
tourists (long- and short-term) 
Instagram Social network service that allows users 
to share and upload images taken on 
mobile phones 
Instant photo/instant printing Expression by commercial 
photographers for tourists to stress the 
immediate product of their service 
Mahindra Popular convertible four-wheel drive car 
for rent in Goa 
Scooty Scooter 
Shah Rukh Khan Popular actor in Bollywood 
Shutter speed The amount of time that light flows 
through the hole in the lens (aperture) 
when taking a photograph 
Say paneer! Expression used to evoke a smile in the 
photographees’ face; similar to the 
English expression, Say cheese! 
Taking snaps Expression used by amateurs, who 
mostly use mobile phone cameras, for 
taking photographs  
Titanic pose Pose for two persons standing behind 
each other with arms spread wide like 
‘Rose’ (Kate Winslet) and ‘Jack’ 
(Leonardo di Caprio) in the multi-award 
winning Hollywood film Titanic (1997) 
Timepass Expression by young men to describe 
spending time together with friends 
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Tourist photographer/commercial 
photographer 
Photographer in a designated area at a 
major tourist site who offers expertise 
and service of instantly-printed 
photographs to visitors 
Visitor/local tourist/Indian tourist Expression used by local Goans and 
Indian tourists to make a distinction 
between Indian tourists and foreign 
tourists  
 
 
 
 
 
